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This document explores the life and work of Benjamin Vereecken, a noted 
saxophonist of the early twentieth century. Vereecken was among the most prominent 
artists of his time, and performed with the bands of Sousa, Clarke, and Pryor. 
Vereecken’s career is traced from its beginnings in his native Belgium, through his rise in 
the band world, to his eventual retirement in California. In addition to his performance 
reputation, Vereecken was also well known as pedagogue, composer, and arranger.  His 
innovative method materials were in widespread use at a time when the popularity of the 
saxophone was exploding. His substantial catalogue of solo compositions represents a 
significant portion of the published repertory available to saxophonists of the 1920s. In 
addition to providing a narrative of Vereecken’s life, this document reviews and 
contextualizes his artistic and pedagogical output. Particular attention is given to the 
features of his career that offer broader insight into the musical climate of the early 
twentieth century. Vereecken’s story reveals details of the work conditions under which 
instrumentalists lived and provides a window into the rise saxophone as a concert 
instrument.  
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Figure 1.1-Photograph of Ben Vereecken from the cover of Foundation to Saxophone 
Playing (digitally enhanced by the author)
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CHAPTER 1 
VEREECKEN THE PERFORMER 
Temse is a small, picturesque town located on the northern bank of the Scheldt 
River in East Flanders. The site has been continuously inhabited since pre-Roman times 
and sustained by commerce along the river. Although Temse is only twenty-five 
kilometers upriver from Antwerp, it has always been associated closely with the more 
distant river town of Ghent. Political control of Flanders has shifted a number of times 
among the French, Dutch, Spanish, and Austrians. As the chief artery of Flanders’s 
thriving cloth trade, the Scheldt River was long trafficked by merchants from the British 
Isles. Sustained contact with these many cultural influences has imbued Temse and other 
Scheldt river towns with a rich cosmopolitan character. It was in Temse that Benjamin 
Vereecken was born on January 7, 1867 to Carolus and Clementina Vereecken.1 
Benjamin’s parents had been married seven years prior to his birth and would eventually 
go on to produce eight children.2 Theirs was a working class family with a long history in 
Temse and employment in the trades for which the area was best known.  Clementina 
was a maker of lace, while Carolus, like his father Dominicus before him,3 was a weaver 
of sailcloth. It is not evident how a common boy like Benjamin would have had the 
opportunity to develop his abundant musical talents. One possible answer would be 
through an association with the Wilford family. As a child, Benjamin’s family lived only 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 “Birth Register of 1867,” from the City Archives of Temse, Registers of Births, Deaths, 
and Marriages of Temse. 
2 “Marriage Register of 1860,” from the City Archives of Temse, Registers of Births, Deaths, 
and Marriages of Temse; “Registers of Population: 1870-1880,” from the City Archives of Temse. 
3 “Marriage Register of 1848,” from the City Archives of Temse, Registers of Births, Deaths, 
and Marriages of Temse. 
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four houses down from William Wilford, a prosperous businessman who owned a factory 
in Temse that specialized in the production of sailcloth.4 Wilford’s sailcloth was well 
regarded and received commendations at the Paris Universal Exhibition in 1867 and the 
United States Centennial International Exhibition in 1876.5 It seems certain that 
Benjamin’s father would have known Wilford and highly likely that he would have been 
employed by him. Likewise, Benjamin would have been acquainted with Wilford’s son 
Arthur, who was sixteen years his senior. Arthur went on to become one of the most 
highly esteemed composers and musical commentators in Belgium. A street in present-
day Temse that runs along the Scheldt waterfront is named after Arthur Wilford. 
At the time of Vereecken’s birth, the saxophone was still in its infancy. A prototype 
of the then nascent instrument was first displayed in 1841 at the Belgian Industrial 
Exhibition.6 Though Adolphe Sax would move to Paris before patenting his new 
invention, it was in Brussels, just sixty kilometers south of Benjamin Vereecken’s home, 
that the instrument was initially conceived. For remainder of the century, Paris would be 
the center of the narrative concerning the instrument’s development, but Belgium and its 
expatriates would be featured prominently in the story. When Adolphe developed the first 
saxophones it was not immediately clear in which genres of music and ensemble 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 “Registers of Population: 1870-1880.” 
5 J. Stevelly, “Linen Thread and Fabrics of Linen and Hemp,” in Reports on the Paris 
Universal Exposition, 1867, Vol. III (London: Her Majesty’s Stationary Office, 1868), 37; Francis 
A. Walker, International Exhibition 1876: Reports and Awards, Vol. V (Washington, DC: United 
States Centennial Commission, 1880), 49. 
6 Stephen Contrell, The Saxophone (New Haven, Connecticut: Yale University Press, 2012), 
42-43. 
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arrangements they could be most suitably employed.7  The instrument displayed warmth 
and flexibility of tone, a characteristic commonly associated with woodwinds, combined 
with a degree of the clarity and dynamic power attributable to brass instruments.  
Furthermore, unlike most of the woodwinds of the time, the saxophone was designed 
from the beginning to be scaled in size so that a consort of like instruments could be 
produced to create a homogenous sound throughout the full compass of the standard 
orchestra.  Sax’s strategy was to cultivate the use of his new instrument in a variety of 
settings. He had little fortune with his attempts to insinuate the saxophone into the 
concert orchestra, with only a few composers scoring it in this context during his lifetime. 
Two areas in which he was rather more successful in this task were the military band and 
the opera. 
The timing of the saxophone’s invention was fortuitous with respect to its 
incorporation into military bands. The middle of the nineteenth century was a period of 
great reform in European military music. Bands were increasingly viewed as an 
important stimulus of troop morale and a source of pride for the citizenry. This led to 
additional monetary investment and a push to standardize the structure and practices of 
bands within each country.8 As a result of these and other reforms the status of bandsmen 
was elevated, as was the overall excellence of musicianship within military bands. These 
trends were set in motion by Wilhelm Wieprecht’s successful restructuring of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Léon Kochnitzky, Adolphe Sax and His Saxophone (n.p: North American Saxophone 
Alliance, 1985), 12-34. 
8 Henry George Farmer, Military Music and its Story: The Rise and Development of Military 
Music (London: WM Reeves, 1912), 105-109. 
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Prussian Guard Band beginning in 1838.9 When France decided to follow suit in 1845 a 
dispute arose regarding the instrumentation that would be used in the reformed bands.10 
Many prominent musicians of the day supported the idea that Sax should be given 
authority to structure the bands around his new instruments, but there was much 
resistance to this within the military band establishment. A competition was held in 
which music was performed sequentially by a band with traditional instrumentation and 
one utilizing Sax’s instruments. Although Sax’s victory in the contest was 
incontrovertible, unrelated political upheaval delayed the reorganization of the bands 
until 1854.11 What must have seemed an exasperating delay for Sax would turn into a 
great opportunity. By the time the bands were finally reorganized the design and 
manufacture of the saxophone had evolved sufficiently that the instrument was ready for 
production on a large scale. The bands of the Imperial Guard, and later of the entire 
French Infantry, would come to feature a consort of eight saxophones: two B-flat 
sopranos, two E-flat altos, two B-flat tenors, and two E-flat baritones.12 These voices 
would become standardized as the saxophone quickly spread to the military bands of 
other countries. 
The use of the saxophone in the Parisian opera was, next to its incorporation in 
military bands, the most consequential early employment of the instrument. The first such 
application of the saxophone was in 1844, as a part of the Conservatoire de Paris 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Ibid. 
10 Kochnitzky, Adolphe Sax, 24-29. 
11 Farmer, Military Music, 111. 
12 Ibid., 112. 
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production of Georges Kastner’s opera Le Dernier Roi de Juda.13  In his opera Kastner 
replaced the often-derided ophicleide with a bass saxophone in C. The saxophone’s use 
as a bass woodwind was also evident in the Opéra de Paris 1865 premier of Giacamo 
Meyerbeer’s L’Africaine.14 Composers quickly recognized the suppleness of timbre and 
pitch exhibited by the alto saxophone and began to use it as a lyrical solo voice.  An early 
example of this practice is in Hamlet by Ambroise Thomas.15  The scoring includes both 
alto and baritone saxophones, and in the second movement the alto is given an expressive 
and tender solo melody.  Jules Massenet also took considerable advantage of the 
saxophone’s lyric character in his operas.  Le Roi de Lahore,16 La Vierge,17 Hérodiade,18 
and Werther19 all contain prominent roles for the instrument. Saint-Saëns also employed 
the saxophone in his 1883 opera Henry VIII.  The published score for the opera does not 
include the saxophone as a part of the orchestra, but rather calls for an “Orchestre 
militaire sur le Théàtre” in scene VI of the first act.20  This on-stage band replaces the 
orchestra as the only instrumental accompaniment for much of the scene. Early 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Fred L. Hemke, “The Early History of the Saxophone” (DMA dissertation, University of 
Wisconsin, 1975), 290, 306. 
14 The New Grove Dictionary of Opera, online edition, s.v. “L’Africaine”, by Steven 
Huebner (November 29, 2011); Giacomo Meyerbeer, L’Africaine (Paris: G. Brandus & S. 
Dufour, 1865).  Facsimile reproduction by Philip Gosset and Charles Rosen, 2 vols. (New 
York: Garland Publishing, 1980). 
15 Ambroise Thomas, Hamlet (Paris:  Heugel et Cie, 1868). 
16 Jules Massenet, Le Roi de Lahore, National Philharmonic Orchestra, Richard Bonynge, 
Decca, B00000E4YX. 
17 Jules Massenet, La Vierge (Paris: Heugel et Cie, 1894). 
18 Jules Massenet, Hérodiade (Paris: Heugel et Cie, 1892). 
19 Jules Massenet, Werther I (New York: Edwin F Kalmus & Co, n.d); Jules Massenet, 
Werther II (New York: Edwin F Kalmus & Co, n.d). 
20 Camille Saint-Saëns, Henry VIII (Paris: Durand, Schoenewerk, and Cie, 1883). 
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performances of the opera employed twenty-four instruments for the band, including five 
saxophones: a soprano, two altos, a tenor, and a baritone.21  The use of an on-stage 
ensemble, often referred to as the “banda,” had been a prominent feature in Italian opera 
since early in the nineteenth century.22  It was inspired both by a nationalistic 
identification with military ensembles and by the enormous contemporary popularity of 
town bands.  When the Opéra de Paris began during the mid-century to integrate the 
banda concept as a standard feature of their productions, it was somewhat natural that 
they would select Adolphe Sax to supervise these efforts. Sax had only recently been 
selected as the architect of an improved band structure for the French Military, with his 
own instruments forming the backbone of the new ensembles. Sax was contracted by the 
opera house as stage conductor from 1847 until 1892, at which time his son Adolphe-
Edouard succeeded him.23  Adolphe’s banda is confirmed as having been used in at least 
forty-three opera productions during this period.24  Though the banda was used somewhat 
infrequently at the outset, its popularity rose to the point where it was integrated into 
virtually every opera during the latter part of Sax’s tenure.  New operas were expected to 
make use of the banda, and most revivals were simply rewritten to do the same.  It is 
uncertain exactly how many of these productions incorporated the saxophone into the on-
stage band.  Some of the extant scores include completely orchestrated parts for this 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Ignace De Keyser, “Adolphe Sax and the Paris Opéra,” in Brass Scholarship In Revew: 
Proceedings of the Historic Brass Society Conference, Cité de la Musique, Paris 1999, eds. 
Stewart Carter & Keith Polk (Hillsdale, New York: Pendragon Press, 2006),152. 
22 The New Grove Dictionary of Opera, online edition, s.v. “Stage Band”, by Julian Budden 
(December 7, 2011). 
23 De Keyser, “Adolphe Sax and the Paris Opéra,”134,138,139. 
24 Ibid., 155-158. 
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ensemble, and do include the saxophone.  Many others, however, follow the model of the 
score for Henry VIII, including only a short score resembling a piano reduction.25  This 
reflects a very utilitarian view of both the on-stage band and of the instrument, perhaps 
one promoted by Sax himself. 
In addition to these activities Sax was directly involved in mentoring students of 
the instrument. In 1856 the Conservatoire de Paris was charged with offering musical 
training to military bandsmen and Sax was engaged to teach the saxophone. This work 
was part-time, however, and Sax was not recognized by the Conservatoire as a true 
professor.26 The first full professorship on the instrument was in fact secured by another 
Belgian, Nazaire Beeckman, at the Royal Conservatory of Brussels in 1867, the year of 
Ben Vereecken’s birth.27 Likewise Louis-Adolphe Mayeur, yet another Belgian, would 
become the first virtuoso performer on the saxophone. Mayeur played clarinet and 
saxophone with the artillery band of Napoléon III’s Imperial Guard and with the 
orchestra of the Opéra de Paris before returning to Belgium to perform with the Brussels 
Opera.28 As a recitalist he presented works of his own composition in addition to 
personalized arrangements of popular operatic melodies, complete with intricate 
ornamentation and extended cadenzas. Mayeur was the first to perform most of the 
important solo parts in Opéra de Paris productions by Massenet and others. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Ibid., 140. 
26 Contrell, The Saxophone, 34. 
27 Harry R. Gee, Saxophone Soloists and their Music, 1844-1985 (Bloomington: Indiana 
University Press, 1986), 5. 
28 Ibid., 6-7. 
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The Belgian military was among the first institutions outside France to embrace the 
saxophone. Of the nine countries that sent military bands to the Paris Universal 
Exhibition in 1867, Belgium was one of four to include a quartet of saxophones.29 
Vereecken was conscripted into the Belgian military in 1885 and served as a bandsman.30 
Documents relating to his military service are the earliest extant records of his career as a 
musician. Vereecken was assigned to be a saxophonist with the Fourth Regiment of 
Lancers Band, which was based in Ghent. Years later, he would recount an anecdote in 
The Metronome magazine about being forced to send a farmer on horseback in search of 
a saxophone reed during his time with the Lancers. While providing context for the story 
he describes the itinerant lifestyle of the bandsmen, one in which individual musicians 
were dispersed and quartered in farmhouses.31 This way of living was evidently agreeable 
to Vereecken, because after his compulsory enlistment expired he volunteered to continue 
his service with the Lancers Band. He went on to perform with them until 1890, when he 
was dishonorably discharged. Records in the City Archives of Temse reveal that his 
dismissal was due to an allegation of “attentant à la pudeur,” or indecent assault.32 This 
charge denotes a non-specific breach of sexual propriety and could apply to virtually any 
offense short of short of rape, be it trivial or quite serious. There is no evidence that 
Vereecken was ever charged with a crime. After returning briefly to Temse, Vereecken 
left permanently in 1891 and relocated to the larger town of Ghent, presumably to pursue 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Contrell, The Saxophone, 123. 
30 “Register of Military Conscription: 1865,” from the City Archives of Temse. 
31 Ben Vereecken, “Saxophone Department,” The Metronome 35 (January 1, 1919): 45. 
32 “Register of Military Conscription: 1865,” from the City Archives of Temse, translated by 
Jan Caluwaerts. It may be possible to find further information from Belgian military records 
under the index number 10278. 
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better opportunities in his performance career.33 The details of his life during the 
subsequent period are obscure. 
Several years pass before Vereecken again resurfaces, this time as a circus 
musician with the Barnum and Bailey band. The Barnum and Bailey Greatest Show On 
Earth opened on Boxing Day of 1897 at the Olympia exhibition hall in London.34 This 
would be the first stop of a five-year tour that would introduce the spectacle of the 
American travelling circus to Europe. Led by J.A. Bailey, the massive three-ring 
exposition included a menagerie of trained exotic animals, a freak show, acrobats, 
contortionists, dramatists, horse racers, and, of course, a band.35 The circus toured in rail 
cars designed especially for this purpose.36  They performed throughout western and 
central Europe, spending several weeks in the continent’s largest cities and stopping at 
almost every small town reachable by rail.37  In the spring of 1900 alone the circus visited 
one hundred and twelve towns in Great Britain.38 Music was an integral part of the circus 
and was used to attract customers and provide cohesiveness to the show. The 
characteristic “screamer” marches, while exciting for the spectators, were extremely 
demanding of the performers. For Vereecken, the strenuous and itinerant lifestyle of a 
circus musician would not have been wholly unfamiliar.  His time in the Lancers would 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 “Register of Departures: 1890-1900,” from the City Archives of Temse. 
34 “The Barnum & Bailey Show,” The Times (London), December 24, 1897: 4. 
35  “Barnum & Bailey’s Circus,” The Era, January 8, 1898. 
36 “Barnum and Bailey Limited,” The Financial Times (London), February 20, 1899: 4. 
37 “Company Meetings: Barnum and Bailey,” The Financial Times (London), December 14, 
1901: 2; “Barnum and Bailey,” The Financial Times (London), November 22, 1902: 3. 
38 “Company Meetings: Barnum and Bailey,” The Financial Times (London), December 7, 
1900: 2. 
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have prepared him for the long days consisting of multiple street parades, concerts, and 
circus shows.39 The new opportunity presented by the circus band was in performing with 
American band musicians. Vereecken’s quick rise to prominence within this cohort 
would shape the remainder of his life. His involvement in the Barnum and Bailey 
European tour is documented in several secondary sources,40 but the date on which 
Vereecken became a member of the circus band is unknown. Though he could have 
travelled to Great Britain upon hearing of the arrival of the circus, it seems more likely 
that he was taken on as the circus toured Belgium in 1901. What can be assumed due to 
the timing of his travels, however, is that after joining he stayed on for the remainder of 
the tour. The American members of the circus staff returned to the United States together 
in October of 1902.41  Vereecken was soon to follow. In February of 1903 he made his 
first trip to North America, which would become his home for the remainder of his life. 
Interestingly, he shared a ship cabin with the clarinetist Harry Baldwin, who would go on 
to perform with the Sousa Band during Vereecken’s tenure. 42 Vereecken continued to 
work as a circus musician after immigrating to the United States. An article from a small-
town newspaper in Indiana reports his performance at a social function in 1904 and 
describes him as having been long associated with Barnum and Bailey.43  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39 Sverre O. Braathen. “Circus Windjammers,“ Bandwagon 15 (May-Jun, 1971): 12-23. 
40 Braathen. “Circus Windjammers;“ William H. Rehrig. The Heritage Encyclopedia of Band 
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By the time Vereecken arrived in New York in early 1902 the saxophone was 
already on its way to being established as a significant instrument in the United States, 
especially in the context of popular music. It was again a Belgian who broke ground in 
this respect. The first public performance on the saxophone to take place in the United 
States was given in New York City by Henri Wuille of Antwerp in 1853.44 The 
instrument was featured in many minor performances over the next two decades, but 
began to gain real traction after the famous French band of the Garde Républicaine toured 
the United States in 1872 with a section of eight saxophonists.45 Within a year, Patrick 
Gilmore would add a quartet of saxophones led by the soloist E. A. Lefebre to his newly 
established Twenty-second Regiment Band.46 This pivotal action would motivate Sousa 
to incorporate saxophones in the U.S. Marine Band when he took over leadership in 
1880.47 The trio of saxophones used in Sousa’s civilian band from its founding in 1892 
would later grow to an octet. The enormous influence of the Gilmore and Sousa groups 
prompted professional and civic bands across the country to follow suit and by the turn of 
the century the saxophone was in widespread use. 
For some period between 1903 and 1910 Vereecken was employed by the 
esteemed trombonist Arthur Pryor as the saxophone soloist for his new concert band.  It 
has been suggested that Vereecken moved to the United States subsequent to being 
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recruited by Pryor.48 It is possible that the two musicians had previously encountered 
each other in London. Pryor performed there in January of 1903 while on his final tour 
with the Sousa Band. 49 This was just before Vereecken left for the United States. It 
seems unlikely, however, that Vereecken would have made the transcontinental journey 
solely on this basis.  Even if the two met and discussed the possibility of performing 
together in the future, it was not until later in the European tour and after Vereecken had 
sailed that Pryor determined for certain that he would leave Sousa to form his own 
band.50 It also seems that the previously referenced newspaper article from February of 
1904 would not have indicated his affiliation with Barnum and Bailey if he had then been 
associated with the much more prestigious Arthur Pryor Band. What can be confirmed is 
that Vereecken had become a part of Pryor’s band by 1908 at the latest.  Three of 
Vereecken’s compositions published by C.L. Barnhouse in this year bear the appellation 
“Benjamin Vereecken, Saxophone Soloist, Arthur Pryor’s Band.”51 Employment with 
Pryor during this time was seasonal, so Vereecken continued to work intermittently for 
the circus. It was typical for musicians to have a very transient relationship with the 
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circus, joining whenever they needed work and leaving for better opportunities or when 
they tired of the demanding lifestyle.52 
Like many bandleaders of the day Pryor was not able to hire his musicians on a 
full-time basis, at least at the outset. He was, however, successful in securing extremely 
prominent engagements. In part, this was because of his widespread reputation as the 
world’s premier trombone soloist, but there is no doubt that he also took advantage of the 
contacts he had made while serving for several years as Sousa’s assistant conductor. 
Pryor was able to enlist the talents of many of the finest wind players of the day. Some 
even considered the band to be artistically superior to the Sousa Band.53 During the first 
decade of the twentieth century, the Pryor Band embarked on six coast-to-coast tours of 
the United States.54 In addition to booking live performances, Pryor kept the band busy 
with recording sessions for the Victor Talking Machine Company. Pryor was, by this 
point, very experienced with recording techniques. His former employer Sousa was noted 
for his disdain for recorded music. While Sousa did not forbid his musicians to record 
under his name, he refused for most of his life to take part in the process.55 Between 1899 
and 1903, the period during which the Sousa Band was its most prolific in terms of 
recording, Pryor conducted almost every session.56 While some early Sousa sessions 
were sponsored by Columbia Phonograph Co. and Berliner Gramophone Co., the vast 
majority were recorded by Victor. When Pryor left to form his own band, Sousa’s  
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musicians continued to record under the baton of Herbert L. Clarke. The greater share of 
the sessions would go, however, to Pryor’s musicians because of his position as a staff 
conductor and arranger with Victor. During the years in which Vereecken was most 
likely associated with the Pryor Band, they made several hundred recordings. Although 
the performers are not credited for these recordings, Vereecken doubtless appeared on a 
great many of them. Figure 2.1 shows a photograph of the Arthur Pryor Band taken at the 
Pittsburgh Exhibition on September 8, 1908. This picture was taken as part of a publicity 
event in which the Pryor Band played along with a phonograph recording of a vocalist, 
ostensibly displaying the capacity of the Victor equipment to produce a realistic playback. 
It is not possible to make a conclusive identification with a photograph of this resolution, 
but it appears that Vereecken is playing the alto saxophone just behind and to the right of 
the phonograph operator.  
Aside from the Victor recordings, the most successful venture of the Pryor Band 
involved performing at Asbury Park and Willow Grove. Asbury Park is a resort town on 
the Jersey Shore that catered primarily to vacationers from New York City. Asbury 
Park’s main attraction was a boardwalk along the beach that fed directly into a large 
convention hall. Nightly concerts were held here featuring all of the most popular 
performers of the day. Located across the Pennsylvania border about sixty miles west of 
Asbury Park was Willow Grove Park. Willow Grove offered typical diversions of the day 
like the Ferris wheel, but its owners prided themselves on providing a more enriching 
experience than other amusement parks. Many of the activities presented to guests were 
intended to be both entertaining and enlightening, with music being chief among these. 
Daily band and orchestra concerts were given and attended by thousands, causing Willow 
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Grove to be known as “The Music Capital of America.”58 The Arthur Pryor Band would 
take up residence in the spring at Willow Grove and move to Asbury Park each 
summer.59 Much like the Sousa Band, Pryor’s group performed an assortment of 
masterwork transcriptions, new music in popular styles, and flashy showpieces for their 
soloists. This mixture of light numbers and more sophisticated works was popular with 
audiences at both parks, but was particularly well suited to the aesthetic that the owners 
of Willow Grove were attempting to cultivate.  
It was while at Asbury Park that Vereecken married Irene Birdsall in August of 
1908.60 After the end of the 1908 season at Asbury Park the Vereeckens made their home 
in New York City. The following winter they traveled to Belgium to visit Ben’s mother, 
who still resided in Temse.61 After returning from Belgium, Vereecken again found a 
position as a circus musician, this time with the Ringling Brothers Circus. 62 In the 
national census of 1910, taken in May, Vereecken indicates that his primary employment 
is as a circus musician.63 Ringling Brothers had acquired Barnum & Bailey a year after 
James Bailey’s death in 1906, although the two circuses continued to tour independently  
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for several years. It is probable that Vereecken’s affiliation with Ringling Brothers was 
brought about by his preexisting relationship with the management of Barnum and Bailey. 
The postcard displayed in Figure 1.3 shows him with the Ringling Brothers Band in the 
summer of 1909.  He is pictured playing lead in a quartet made up of alto, tenor, baritone, 
and bass saxophones; the other three saxophonists are Tom Brown, Billy Markwith, and 
Alec Brown. Vern Brown, the brother of Tom and Alec, can also be seen in the clarinet 
section. Vereecken’s position as lead in the Ringling Brothers saxophone section 
provides evidence of a growing recognition of his accomplishment as a performer. By 
taking this role he was displacing Tom Brown, who had been a featured soloist with the  
Ringling Brothers Band since 1907.64 Tom would soon engage Alec, Vern, and other 
Brown siblings to form the Six Brown Brothers, a successful vaudeville act that would 
have a great influence on the growing popularity of the saxophone. Periodically, Billy 
Markwith from the Ringling Brothers Band was also included in the group. Tom Brown 
and his brothers started their musical careers as multi-instrumentalists in minstrel shows 
before joining the Ringling Brothers Band. 65 While with the circus, they developed a 
musical comedy routine in which all participants played the saxophone. This act was 
further refined during countless “aftershow” circus performances. During the winter 
months when Ringling Brothers was not on tour they performed on the vaudeville circuit. 
In the fall of 1909, shortly after this photograph was taken, the Brown Brothers’ 
reputation grew to an extent that they were able to secure full-time work in vaudeville.66 
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In 1911 the Six Brown Brothers became the first saxophone ensemble to make audio 
recordings, performing on sessions for both the Columbia Phonograph Company and the 
United States Phonograph Company.67 Their real rise to prominence, however, came in 
1914, when they secured a multi-release recording contract with the Victor Talking 
Machine Company.68 These recordings were extremely popular, extending the fame of 
the group to areas not reached by the big time vaudeville circuit and elevating Tom 
Brown among the most prominent saxophonists in the United States. 
Vereecken left the circus permanently in the winter of 1910 to fill the role of 
principal saxophonist with the band of John Philip Sousa. By this time, Sousa was well 
established as the most popular musician in the world and any position in his band, 
especially that of a principal player, was considered extremely prestigious. Previous 
artists who had held this position, Edward A. Lefebre and Jean H.B. Moeremans, were 
among the most esteemed saxophonists of their time. For Vereecken, the move to Sousa’s 
band represented more than simply an elevation of his status. The lifestyle of Sousa’s 
musicians included better accommodations and more time for leisure. The salary was also 
much greater than one would receive in a circus band. Around the time that Vereecken 
was in the Ringling Brothers Band the salary for a first chair player was twenty dollars 
per week.69 A principal player in the Sousa organization could expect approximately 
three times that amount.70 It is possible that Vereecken joined in November of 1910 when  
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the band performed in New York at the Metropolitan Opera House.71 This was the 
inaugural performance of the band’s second 1910 tour, which covered the eastern half of 
the United States. Almost immediately afterward, Sousa and his band embarked on a tour 
circling the globe. This was only the second such undertaking by a musical group. The 
expedition continued for an entire year and covered the United Kingdom, South Africa, 
Australia, New Zealand, Hawaii, British Columbia, and much of the continental United 
States.72 At each stop of the journey the band’s arrival was much anticipated and they 
routinely performed successive concerts to packed houses. Audiences were awed not only 
by the brilliant playing of the musicians, but also by the showmanship of the renowned  
bandleader.73 Sousa concerts were marked by their visual pageantry. They presented a 
distinctly American juxtaposition of weighty art music and lighthearted popular melodies 
that proved enjoyable for audiences the world over. The documentation supporting 
Vereecken’s involvement in this tour is extensive. His signature and printed name can be 
found on ship manifests as the band left the United Kingdom and as they re-entered the 
United States.74 The photograph in Figure 1.4 shows Vereecken with the band in the 
spring of 1911 during their visit to Johannesburg, South Africa. Albert A. Knecht, 
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Sousa’s longtime tenor saxophonist, kept a daily diary of the entire tour in which 
Vereecken is mentioned several times, most often as his sightseeing partner.75 As the 
band neared the end of the journey, one of its clarinetists, Edmund A. Wall, composed a 
poem to commemorate both the voyage and the individual musicians who participated. 
Vereecken is mentioned in the following two stanzas: 
And next, our alto saxophone, 
Ben Vereecken, a musician known, 
Arranges parts the whole day long; 
They are correct; you’ll find none wrong. 
 
There’s Al Knecht: “Beeman,” you know; 
Who always runs our “Minstrel Show.” 
Both he and Ben are hits ’tis true 
In the “Two Little Girls in Blue.”76 
The text in the second stanza most likely relates to the two musicians performing a 
popular song of the day during a minstrel-inspired show. Knecht organized this 
production while the band was onboard ship in the Indian Ocean, with all proceeds going 
to charity. In his diary, Knecht describes preparations for the performance in some detail. 
No sheet music was available, so Vereecken arranged much of the music for the show 
from memory.77 This sort of impromptu performance of popular music had been 
characteristic of Vereecken ever since his time in the Belgian military, when he had 
frequently provided evening entertainment for villagers as his band travelled the 
countryside.78 While the saxophonist was busy steaming around the world with the Sousa 
Band, his wife Irene spent the year in Belgium. Since she was already several months 
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pregnant by the time he enlisted with the band, Irene travelled to Temse to have the baby 
at his mother’s home. Their daughter and only child Rae Juliette was born on the thirtieth 
of January, while the band was in England.79 At the conclusion of the tour Vereecken 
travelled to Belgium, returning to the United States with mother and child.80 
The world tour was certainly the most significant undertaking of the Sousa Band 
during Vereecken’s tenure.  He continued, however, to perform with the band for several 
more years and hundreds of more concerts. After the world tour the band resumed its 
summer residencies at Willow Grove Park, where Vereecken had previously performed 
with the Pryor Band. Sousa performances at Willow Grove had been a ritual since 1901 
and the band remained there for a period of two to three weeks each summer.81 Another 
annual event for the band during this time was a two-week engagement at the Pittsburgh 
Exposition, a local fair that attempted to attract a more regional audience by scheduling 
the country’s most popular musical acts. From 1912 until 1914, the Sousa Band set out 
on an extended tour each fall, mostly stopping in the Northeast and Midwest. A similar 
tour was undertaken in 1915, this time in the spring. From May until July of 1915 the 
band presented concerts at the Panama-Pacific International Exposition, a world’s fair 
held in San Francisco to celebrate the completion of the Panama Canal. Although the 
Sousa Band travelled extensively and performed in the world’s premier venues, this event 
offered the largest audience of any that ever featured them. During its eight months of  
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operation the exposition attracted over eighteen million visitors, with almost five million 
of them attending during the time the Sousa Band was engaged.82 The photograph in 
Figure 1.5 shows Vereecken, directly above the harp, with the Sousa Band in front of the 
exposition’s Festival Hall.  
Vereecken’s last documented appearances with the band took place as a part of 
the “Hip! Hip! Hooray!” extravaganza. This was a massive variety show for which Sousa 
was contracted to provide musical accompaniment.  The show was staged in New York’s 
Hippodrome Theatre for eight months before being taken on tour throughout the 
Northeast and Midwest. The tour ended in March of 1917, only a matter of days before 
the United States entered World War I.83 Sousa accepted a commission with the Navy  
Reserve and served as a military bandleader for the duration of the conflict. Immediately 
following the war, Sousa had a serious recurrence of an ear infection that had plagued 
him for many years.84 These events resulted in a period of two years during which the 
band performed only very limited engagements. As Sousa was not able to provide 
consistent work during this time, many of his musicians were forced to seek more stable 
employment. Vereecken and most of the pre-war musicians never returned to the band. 
By this time, Vereecken had begun to devote a significant amount of his time to the  
creation of pedagogical materials for the saxophone; especially his 1917 method book 
entitled Foundation to Saxophone Playing. Vereecken’s pedagogical works will be 
covered in detail in the second chapter of this monograph. 
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During Vereecken’s tenure with the Sousa Band the most frequent soloist was 
cornetist Herbert L. Clarke. Clarke had inherited the position of assistant conductor when 
Arthur Pryor left the band in 1903. Much like Pryor, Clarke held a reputation as the 
world’s foremost performer on his instrument and had been a soloist with the Gilmore 
Band before joining Sousa. After hearing the embarrassing results of another notable 
soloist performing past his prime, Clarke decided earlier in his career that he would retire 
from cornet playing at the age of fifty.85 Sousa’s temporary appointment as a military 
bandleader provided a clear opportunity for the cornetist to fulfill this promise to himself, 
so he retired from the band in September of 1917. Shortly thereafter, Clarke accepted a 
five-year contract as director of the Anglo-Canadian Leather Company Band of 
Huntsville, Ontario.86 Although Clarke’s primary occupation from that point forward 
would be that of a bandleader, he would not find the cornet easy to abandon and 
continued for many years to perform solo works with the bands that he conducted. 
The band of which Clarke assumed control had been started by a group of 
Huntsville tradesmen as a means of recreation.87 Shortly thereafter, C.O. Shaw, the owner 
of the Anglo-Canadian Leather Company and an amateur cornet player, began to sponsor 
the group. Company sponsored bands were quite common during this era. Many large 
companies, especially those involved with harvesting and processing natural resources, 
were located away from large cities. Subsequently, the people who worked for these 
businesses were entirely dependent upon them for food, housing, goods, and even 
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Thesis, University of Illinois, 1988), 159. 
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87 Ed Terziano, The ‘Little Town Band’ that Grew and Grew. A Mini History Anglo 
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recreation. By creating a band, a company could offer a creative outlet to employees who 
were amateur musicians and also provide inexpensive entertainment to other workers. 
The following classified advertisement from Jacob’s Band Monthly demonstrates the 
resulting demand for workers with secondary skills in music: 
WANTED – For the Westinghouse Band, A. F. of M., solo clarinet and 
cornets, oboe, bassoon, French horn, trombones and baritones; an 
exceptional opportunity for high grade workmen who are good musicians 
and can handle standard music. Other musicians write. A .E. F. 
Bandsmen, ’Tenshun. L.H. McQueston, Bandmaster, Westinghouse 
Electric Products Co., Mansfield, Ohio. 88 
This item is only one example of the sort of advertisement that could easily be found in 
virtually any musical publication from the United States. C.O. Shaw’s love of music, 
significant financial resources, and powerful resolve combined to transform his leather 
firm’s band from typical company band into one of Canada’s premiere musical 
organizations. The most important step in this process was the hire of Herbert Clarke. 
Shaw’s enthusiasm and the generous salary that he offered impressed Clarke. Perhaps 
just as important to Clarke’s recruitment, however, was the promise of resources that 
would be put at his disposal as bandleader.89 Clarke was given full control of hiring and 
was authorized to pay the musicians for rehearsals and daily practice. Further, he was 
allowed to compensate master performers for time spent conducting section rehearsals 
and lessons with less experienced players. The Anglo-Canadian Leather Company Band 
under Clarke was filled with players recruited from major orchestras and the bands of  
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Sousa, Pryor, and Frederick Innes.90 Vereecken was among these, and he traveled to 
Huntsville in May of 1920 after being offered employment by Shaw.91 Shaw preferred 
family men in the band and provided housing for such,92 so Vereecken’s wife and 
daughter were able to join him as soon as he was settled.93 For the saxophonist, now fifty-
three years old, this new employment provided an opportunity to withdraw from the 
nomadic lifestyle required for so many years by his career and spend more time at home 
with his family. During Vereecken’s tenure with the band they undertook several limited 
tours, but offered most of their concerts in Huntsville or at the nearby Bigwin resort, 
which was owned by Shaw. The band’s most notable performances were given at the  
Canadian National Exhibition, where they served each year as a featured ensemble.94 
Figure 1.6 shows Vereecken, standing just behind Clarke, with the band in 1923 while 
they were in Toronto for this event. At these performances, the Anglo-Canadian Leather 
Company Band was recognized for its sophisticated programming and sensitive 
interpretation. Clarke used the band to advance his view that an ensemble of wind 
instruments could achieve the same level of refinement as a great orchestra, but with an 
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increased dynamic range. To this end, he eschewed military and popular music to focus 
almost exclusively on transcriptions of orchestral works.95 
In the years preceding Vereecken’s move to Canada his reputation had grown 
considerably. Other high-caliber musicians in the United States recognized his enormous 
talent almost as soon as he arrived in New York. His association with Sousa, however, 
led to a much broader recognition of his abilities. Although his was never a famous name 
among the general populace, it was well known by aspiring saxophonists across the 
United States. Loren Luper, a well-regarded trombonist who at different points in his 
career toured with the Pryor band and the New York Philharmonic, kept a journal in 
which he collected the autographs of musicians whom he considered significant. Among 
the countless bandsmen with which he came in contact, the signatures of only two 
saxophonists appear in his journal, Ben Vereecken and Rudy Wiedoft.96 Vereecken was 
an endorsing artist with C.G. Conn and was thus provided a complimentary instrument. 
At the time that Vereecken joined Sousa, it was standard policy at Conn to offer 
endorsements to all principal players in his band.97 Conn extended its relationship with 
Vereecken after his departure from the band and the saxophonist subsequently appeared 
in their promotional materials on several occasions. Figure 1.7 shows one such 
advertisement in which the company enumerates the notable saxophonists who perform 
on its instruments. In the advertisement Vereecken, along with Jean Moermans and Gene 
Paul, is characterized by Conn as a “Saxophone Virtuoso.” 
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Figure 1.7-Conn Saxophone Advertisement.98 
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After completing his five-year contract with the Anglo-Canadian Leather Band, 
Clarke decided to move to an area with a more temperate climate. His wife had been in 
poor health for the duration of their time in Huntsville, and he hoped that such a move 
would improve her condition.99 Clarke resigned his position with the band in the fall of 
1923 and moved his family to Los Angeles, where he hoped to establish a new ensemble 
of his own. Within a few months of his arrival and before he could follow through on this 
intention, he was offered the directorship of the municipal band in nearby Long Beach.100 
As he had previously done in Huntsville, Clarke retained the membership of the band he 
inherited, but drastically increased its size and quality by recruiting a host of world-class 
musicians. Among these was Ben Vereecken, who moved to Long Beach with his family 
just after Clarke accepted the new position.101 Figure 1.8 shows Vereecken, fourth from 
the left, with the Long Beach Municipal Band in its first year under Clarke’s leadership. 
It is interesting to note that, at least for some period of time, Vereecken played the tenor 
saxophone in this ensemble.  This photograph is the only extant documentation of him 
performing on the tenor.  
Long Beach was not unique in its sponsorship of a band program. Community 
bands were enormously popular across the United States at the turn of the twentieth 
century and one could be found in almost every town of any size. In the 1920s many 
towns formalized their relationships with these bands and began to offer ongoing 
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financial support. Long Beach was a pioneer in this regard, passing a referendum in 1911 
that established a tax to be used in support of its band.102 A decade later the Iowa 
Legislature passed the Municipal Band Law, which created a process by which its 
municipalities could institute taxation to support their local bands. Thirty-three states 
followed suit by enacting similar laws.103 Subsequently, the number of government-
supported bands in the United States increased rapidly. Among all these, the Long Beach 
Municipal Band was the most famous and well regarded. This fact was not incidental, but 
rather an expressed objective of the town’s officials. Tourism was central to the Long 
Beach economy and they believed that a prominent band would be helpful in attracting 
vacationers to the area.104 Supporting a band of this caliber was extremely expensive. In 
Clarke’s first full year as director the town provided a budget of $128,000 for the band, a 
staggering sum in that day.105 For the bandsmen, a position with this organization 
constituted full time employment. The band performed two regular concerts per day, six 
days per week in addition to many special appearances at civic functions. They also 
performed several times on radio and traveled to regional expositions and festivals.106 
The exact duration of Vereecken’s involvement with the Long Beach Municipal Band is 
not known, but he no longer appeared in photographs of the band from 1930 onward. By 
this time he was sixty- three years old and it seems likely that he simply retired from  
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performance on the saxophone. Regardless, his close personal association with Herbert 
Clarke seems to have continued. In December of 1936 when Vereecken signed a contract 
to transfer copyright of some of his compositions, it was Clarke who countersigned.107 
Although Vereecken had given up his travelling lifestyle several years before, it 
was in Long Beach that he truly settled down. He and his wife purchased their first home, 
one in which he would live for the rest of his life. 108 The newly built house had two 
bedrooms and was located six blocks away from the beach.  More important, perhaps, is 
that it was only a half a mile away from the residence of Herbert Clarke. Within a week 
of arriving in Long Beach, Vereecken submitted a petition for naturalization in the United 
States.109 He registered to vote, first as a Republican and later as a Democrat,110 after 
being granted citizenship in 1929.111 Vereecken’s daughter Rae was married in 1930 at 
the age of 19, but the marriage quickly ended in divorce and she continued to live in her 
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father’s home.112 The man she divorced went on to have three more wives, all 
considerably younger than he. Fortunately, she was more successful in her second 
attempt. In 1937 she married Garrit Reniff, with whom she would spend the rest of her 
life.113 
In addition to performing with the Long Beach Municipal Band Vereecken 
established his own saxophone band after his move back to the United States. The band 
was sponsored by the Platt Music Corporation in Los Angeles. Platt placed newspaper 
advertisements for the group in January of 1926, evidently expecting to increase the sale 
of instruments as a result of the relationship.114 Figure 1.9 shows a photograph, 
autographed by Vereecken, of the band that was taken on March 16, 1926. The ensemble 
in the picture consists of Vereecken as conductor, twenty-eight saxophonists, two 
clarinetists, and one percussionist. The members of the band appear to range in age from 
about five years to roughly fifty years old. They hold a full compliment of saxophones, 
including a bass, tenors, C melodys, altos, and sopranos. The concept of an ensemble 
consisting of only saxophones was quite popular across the country during the 1920s. The 
greater Los Angeles area alone had several of them, most notably the Southern California 
Saxophone Band led by Kathryn Thompson. In addition to directing this ensemble, 
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Thompson managed a saxophone-only music school with over one hundred students.115 
An advertisement in the Los Angeles Times by Rudy Becker, another former Sousa 
saxophonist, makes the purpose of these ensembles explicit.116 The bands served as an 
extension of the director’s private teaching studio by helping to recruit new students and 
providing performance opportunities in order to maintain the engagement of current 
students. The photograph in Figure 1.9 was indeed autographed for one of Vereecken’s 
students, Henry Bergeron, who appears in the band. Vereecken’s saxophone band seems 
to have been quite active in and around Los Angeles during the mid 1920s. In late 1926 
the band performed two live concerts that were broadcast on radio station KHJ out of Los 
Angeles.117 In 1926 and 1927 they performed in August at Los Angeles’s Exposition Park 
for a reunion of former residents of Indiana. These events attracted over twenty-five 
hundred spectators to the group’s hour-long concert.118 As the group consisted almost 
entirely of amateur musicians, they offered these concerts free of charge. 
There is no record that Vereecken engaged in further musical performances, either 
as a saxophonist or a conductor, after the late 1920s. His output of original compositions, 
arrangements, and pedagogical materials ceased as well, with the exception of one final 
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band arrangement that he made for Herbert Clarke in 1932.119 Although the rapidly 
deteriorating economy could have been a factor, it can be reasonably assumed that his 
health became problematic around this time. Ben Vereecken died on the twenty-first of 
May, 1938 at the age of seventy-one.120 He was survived by his wife Irene and his 
daughter Rae, but has no living descendants. 
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CHAPTER 2 
VEREECKEN THE PEDAGOGUE 
For the saxophonist of today, Ben Vereecken’s most conspicuous pedagogical 
legacy is his introductory saxophone method book entitled Foundation to Saxophone 
Playing: an Elementary Method, hereinafter referred to as Foundation.1 Originally 
published in 1917 by Carl Fisher, this book continues to be printed to this day and has 
been used by countless students of the instrument. Though no sales figures are obtainable, 
the large number of extant copies available via libraries and vintage booksellers suggests 
its considerable popularity. By the time of its publication, Vereecken had become one of 
the most eminent saxophonists in the United States, primarily because of his association 
with the Sousa and Pryor bands. He was able to successfully parlay his stature as a 
performer into a career that was increasingly focused on saxophone pedagogy. Carl 
Fischer advertisements for his materials featured the headline “Mr. Saxophonist” and 
described Vereecken variously as “the famous Saxophone authority,” “the best known 
Composer and Soloist for the Saxophone in America,” and “the best known composer 
and arranger for the Saxophone in America.”2 His prominence was such that his students 
would later be able to promote their own teaching careers simply by advertising their 
connection with him.3 
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Figure 2.1-Mr. Saxophonist Ad4 
 
 
Prior to the publication of Foundation in 1917, there were few instructional books 
available to the American saxophonist. Several books containing information relevant to 
or devoted entirely to the saxophone had been printed in France shortly after the 
instrument’s invention, including Méthode complète et raisonnée de saxophone by 
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George Kastner,5 Grand méthode complète de saxophone by Jean François Barthelemy 
Cokken,6 and Grand méthode complète de saxophone by Louis Adolphe Mayeur.7 Later 
notable French methods included Nouvelle grande méthode de saxophone by A. Mayeur,8 
and Methodé complète pour tous les saxophones by Hyacinthe Klosé.9 Published in 1879, 
the Klosé method was to a large degree an extensive retrofitting of his earlier clarinet 
method, which would subsequently become extremely popular.10 There is no evidence to 
support the general availability of these methods in the United States and they would 
likely have been difficult and expensive to obtain in the first part of the twentieth century. 
This left the Carl Fischer music company’s two existing instructional books as the chief 
alternatives. The first of these was Carl Fisher’s New and Revised Edition of Celebrated 
Tutors, which was published in 1889.11 At 125 pages, this method includes an abundance 
of etudes for developing facility across the full natural compass of the instrument. Many 
of these exercises appear to be written to help address the specific mechanical challenges 
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9 Hyacinthe Klosé, Methodé complète pour tous les saxophones (Paris: 1879). 
10 Hyacinthe Klosé, Méthode pour servir à l'enseignement de la clarinette d'anneaux mobiles 
(Paris: 1843). 
11 Carl Fisher’s New and Revised Edition of Celebrated Tutors (New York: Carl Fischer, 
1889). 
	   44 
of the saxophone and continue to be useful to this day. It suffers, however, from a defect 
which makes it less than ideal for use by beginners, which is an almost complete focus on 
technical development. It is front-loaded with long and tedious sequenced exercises with 
neither melodic nor rhythmic interest. The first piece of actual music, a transcription of 
Killarney by Michael William Balfe, does not occur until page 108. This book was 
superseded in 1908 by Paul Deville’s Universal Method for Saxophone.12 Deville’s 
method included some amount of original material, but primarily consisted of elements 
appropriated from the earlier New and Revised Edition of Celebrated Tutors, Methodé 
complète, and Nouvelle grande méthode de saxophone.13 The Universal Method also 
contains a large number of transcribed solo pieces, with a few being credited as 
“Transcribed by Ben Vereecken.” This small contribution would signal the beginning of 
Vereecken’s long and fruitful association with Carl Fischer. At 320 pages, this colossal 
book contains seemingly endless technical exercises and can keep the intermediate 
saxophonist engaged for a very long time. In fact, Vereecken would continue to 
recommend this book as an excellent source of studies for those who had completed 
Foundation, even after his more advanced method had been published.14 Just like New 
and Revised Edition of Celebrated Tutors, however, the Universal Method suffered from 
the lack of a systematic progression of materials for the beginner. Furthermore, its great 
length made it quite expensive relative to most methods on the market, selling for more 
than twice the cost of Foundation.15 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Paul DeVille, Universal Method for Saxophone (New York: Carl Fischer, 1908). 
13 Louis-Adolphe Mayeur, Nouvelle Grande Méthode de Saxophone (Paris: 1868). 
14 Ben Vereecken, “Saxophone Department,” The Metronome 39 (July 1, 1923): 60. 
15 Anonymous, The Reed Section (H. and A. Selmer, Inc, 1932), 52. 
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Vereecken outlines his motivation for authoring a new instructional book for 
saxophone in the introduction to Foundation: 
The need of an elementary method for self-instruction has prompted me to 
write this book. To be sure, there are several other methods for Saxophone, 
but none of them can be used by beginners, without the aid of a teacher.16 
Among the wind instruments, the concept of self-guided instruction was most closely 
associated with the saxophone. This was a product of a number of factors, foremost 
among them the spectacular increase in the popularity of the instrument, driven both by 
its use in the renowned bands of the time and its integral role in emerging dance styles. 
Instrument manufacturers helped to further stoke this trend with a huge volume of 
advertisements espousing the advantages of the instrument, many of them greatly 
exaggerated. In 1926, for instance, Lyon & Healy printed a pamphlet directed at 
adolescents which claimed that purchasing one of their saxophones would help in making 
one more popular with peers, earning money for college, and inspiring the interest of the 
opposite sex.17 Many such advertisements, including the one by the Buescher Co. shown 
in Figure 2.2, asserted the ease with which the saxophone could be mastered. Since the 
saxophone had only recently arrived in the United States, there was no previous 
generation of performers with the skills necessary to teach the instrument. Thus, the 
demand for competent saxophone teachers greatly outpaced their availability. Several 
self-guided methods were published during this time, with Vereecken’s Foundation being 
among the first and most popular of these. Foundation could be differentiated from the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Vereecken, Foundation To Saxophone Playing, 1. 
17 Anonymous, Lyon & Healy Artist Saxophones (Lyon & Healy, Inc, 1926), from 
<http://www.2multiples.com/hotdance/album/main.php?cmd=album&var1=catalogs%2Flyon%2
F> (17 September 2013). 
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majority of them in that it presented an essentially traditional approach to learning 
notated music and avoided the use of gimmicks and ad-hoc notational schemes.18 
 
Figure 2.2-Buescher Advertisement19 
 
 
Vereecken’s method is divided into several sections, the first of which is made up 
of introductory text meant to introduce the student to concepts which the author feels 
must be understood before the first note is sounded.20 This begins with information about 
assembling and holding the instrument, posture, and how sound is initiated. This is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Levinsky, “An Analysis and Comparison of Early Saxophone Methods,” 136-141. 
19 Anonymous, “Buescher What A Man Advertisement,” Unknown (December 1931), from 
<http://blog.modernmechanix.com/buescher-sax-what-a-man> (October 1 2013). 
20 Vereecken, Foundation To Saxophone Playing, 1-7. 
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followed by a discussion of essential terminology and an explanation of the basics of 
standard musical notation. The explanations are, for the most part, extremely lucid, 
though one can imagine the material seeming quite dense to a novice. Much of the 
information provided here also appeared in the earlier Klosé, Mayeur, and DeVille 
methods; indeed, most any method of the time for an orchestral instrument would have 
included much the same explanation of musical notation. The descriptions in Foundation 
are perhaps clearer than in the Universal Method, but the primary improvement is in 
distilling the information to only the most necessary. Rather than attempting to give a full 
treatment of each concept, it offers only what is necessary for the beginner; delaying 
some more advanced elements until later in the book and omitting some entirely. The text 
explaining musical notation is taken from Foundation to Cornet Playing: An Elementary 
Method by Edwin Franko Goldman.21 Published in 1914, this was the first in a series of 
“Foundation” books by Carl Fischer.22 
The second section of Foundation, which is the lengthiest, is unquestionably the 
heart of the method.23 It is made up of thirty-six concise etudes, each of which introduces 
or further develops a small set of new skills, beginning with the most rudimentary. Most 
of the etudes, especially the early ones, are preceded by a brief discussion regarding the 
purpose of the exercise and any new information that might be helpful in its execution. 
The progression of difficulty from one lesson to the next is distinctly unhurried 
throughout. A somewhat novel feature of the early etudes is a sort of meta-notation which 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Edwin Franko Goldman, Foundation To Cornet Playing: An Elementary Method (New 
York: Carl Fischer, 1914) 10-12. 
22 Anonymous, “Carl Fischer Advertisement,” The Metronome 42 (September 15, 1926): 51. 
23 Ibid., 9-31. 
	   48 
Vereecken places near the staff. These markings remind the student of correct fingerings, 
phrasing, counting of rests, and interpretation of the meter. Many subsequent methods 
would make use of similar cues. Among these would be Eby’s Scientific Method for 
Saxophone, the main competitor to Foundation in the 1920s.24 As the student advances 
through Vereecken’s etudes, easy access to the core tessitura of the instrument is acquired. 
Rhythmic values grow progressively quicker and together with articulations become 
more varied. Later etudes introduce additional meters, syncopation, and sixteenth note 
rhythms. Beginning with the thirty-third lesson, the student is presented with simple and 
melodious etudes based on popular dance forms. All etudes are written in the key of C 
without accidentals until the thirty-sixth and final lesson, which presents all of the major 
and minor keys and scales.  
This final lesson serves as a sort of springboard into the next section of the method, 
termed Twenty Easy Recreations.25 In a sense, the brief etudes contained here are merely 
a continuation of the lessons, but their composition diverges in a few important ways 
from the preceding material. A basic level of proficiency with musical notation is 
expected, with prose no longer accompanying the lessons. The etudes alternate among a 
few of the more comfortable keys for the saxophonist and include modulations. More 
broadly, however, the emphasis of this section shifts from the acquisition of fundamental 
technique to the performance of melodic material. Each of the etudes incorporates 
singable tunes in musical forms that would have been familiar to virtually any 
contemporary student, including the foxtrot, waltz, and polka. This early focus on melody 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Walter M. Eby, Eby’s Scientific Method for Saxophone (New York: Walter Jacobs, 1922). 
25 Vereecken, Foundation To Saxophone Playing, 32-41. 
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is one of the key factors which makes Foundation so effective and sets it apart from its 
predecessors. 
The middle of the book returns for twenty pages to technical studies, though at a 
considerably higher level than the initial thirty-six lessons.26 Some amount of text is 
dedicated to notational matters deemed too advanced for the opening section of the book, 
such as trills and the grupetto. Several pages are devoted to interval and arpeggio studies 
in all major and minor keys. Also included are a number of exercises used to demonstrate 
the benefit of a number of alternate finger combinations, including some usable only on 
experimental instruments of the time. After these exercises, the remainder of the book is 
devoted to melodic material. This construction of tightly sequenced assignments, most of 
which are perceived by the student as sounding like “real music,” is without a doubt the 
most appealing characteristic of Foundation. Fifteen pages are devoted to transcriptions, 
mostly by Vereecken, of lyrical instrumental and vocal melodies by well-known 
composers.27 These are followed by fifty etudes composed entirely by Vereecken which 
are similar in scope to the early lessons.28 Each of these is formed as a short prelude. 
Though they could still be described as melodic, these exercises are much more idiomatic 
and require a fair degree of technical skill. In comparison with previous etudes, they 
make use of an expanded rhythmic vocabulary, many more intervallic leaps, and higher 
level of chromaticism. 
The final section of Foundation represents the culmination of the method and is 
intended to put into practice the aggregate technical skill and musical sensibility 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Ibid., 42-62. 
27 Ibid., 63-78. 
28 Ibid., 79-95. 
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developed by the student in earlier sections.29 Vereecken includes here four solo works of 
increasing length which he composed specifically for this purpose: Love’s Declaration, 
Don Gonzales, Youthfulness, and Grand Caprice. The premise is that a student who has 
mastered all of the previous material is ready to move beyond etudes and confront works 
of expanded scope and higher artistic merit, thus transitioning out of the method. Carl 
Fischer also published all of these works except Grand Caprice separately so that they 
could be performed with piano accompaniment. 
The popularity of Foundation helped to establish Vereecken’s prominence as an 
authority on the saxophone and he began to write extensively on the subject. From 
December of 1918 until January of 1926 Vereecken authored a continuous column in the 
The Metronome. First published in 1881, this periodical went through a number of 
incarnations before its demise in 1961. In its early years, The Metronome was targeted at 
an audience of amateur and student musicians and focused on orchestral music. Over 
time, the magazine slowly increased its emphasis on band music until October of 1914, 
when it began to be issued in two versions, labeled alternatively “Band Edition” and 
“Orchestra Edition.” In later years The Metronome would shift its focus to dance music 
before finally transforming into a jazz magazine marketed to knowledgeable listeners 
rather than aspiring musicians. During the time in which Vereecken wrote his saxophone 
column, the magazine was at the peak of its popularity, primarily because of the still 
robust civic band culture across the United States. This success led The Metronome to 
move from monthly to twice per month distribution in 1925 and at the same time absorb 
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The Dominant, a periodical with similar themes.30 In addition to covering the saxophone, 
it also included regular articles on the flute, clarinet, violin, various brass instruments, 
and percussion. Other topics that were covered with some regularity include conducting, 
arranging, music theory, reviews of recordings, reviews of great orchestral works, and 
movie accompaniment. An important part of the value proposition of the magazine for 
civic bands and schools was its inclusion of sheet music for ensembles in every issue. For 
instance, a subscriber to the band edition shortly after the introduction of bimonthly 
distribution would have usually received complete parts to four band compositions per 
month for a subscription price of $4.00 per year. These parts were published by Carl 
Fischer and would normally have been priced at $.60, so this represented a substantial 
savings from the cost of purchasing them individually. The instrumentation of the sheet 
music was the primary difference between the band and orchestra versions of the 
publication, as many of the articles and advertisements were shared between the two 
editions. 
Prior to Vereecken’s tenure at The Metronome, the magazine had published 
infrequent articles related to the saxophone, including commentary by Clay Smith and 
G.E. Holmes in 1915 and Romain Wittman in 1918.31 Although it is never made explicit 
in the magazine, the formatting of Vereecken’s articles indicates that the intention from 
the outset was to initiate an ongoing column. Vereecken’s articles usually began at the 
top of the page and featured the heading “Saxophone Department: Conducted by Ben 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Anonymous, Front Cover, The Metronome 42 (December 1, 1926). 
31 Clay Smith & G.E. Holmes, “The Saxophone and its Advantages,” The Metronome 31 
(April 1, 1915): 40-41; Romain Wittman, “The Saxophone,” The Metronome 34 (July 1, 1918): 
41 
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Vereecken” in a stylized font which was consistent across all of the magazine’s recurrent 
columns. In spite of this, it seems to have taken Vereecken several months to arrive at 
what would become the standard format for his column. Table 2.1 presents a complete 
listing of Vereecken’s articles in The Metronome. 
 
Table 2.1-Ben Vereecken articles in the The Metronome 
Volume Date of Publication Page Numbers 
The Metronome 34 December 1, 1918 44-45 
The Metronome 35 January 1, 1919 44-45 
The Metronome 35 February 1, 1919 54-55 
The Metronome 35 March 1, 1919 56-58 
The Metronome 35 April 1, 1919 47-48 
The Metronome 35 May 1, 1919 50-51 
The Metronome 35 June 1, 1919 26-27 
The Metronome 35 July 1, 1919 26-27 
The Metronome 35 August 1, 1919 24,41 
The Metronome 35 September 1, 1919 76,78 
The Metronome 35 October 1, 1919 56,58 
The Metronome 36 January 1, 1920 64-65 
The Metronome 36 February 1, 1920 62,64 
The Metronome 36 March 1, 1920 63,65 
The Metronome 36 April 1, 1920 86-88 
The Metronome 36 May 1, 1920 70-72 
The Metronome 36 June 1, 1920 62-64 
The Metronome 36 July 1, 1920 56-58 
The Metronome 36 August 1, 1920 26-27 
The Metronome 36 September 1, 1920 98-99 
The Metronome 36 October 1, 1920 68-69 
The Metronome 36 November 1, 1920 72,74 
The Metronome 36 December 1, 1920 86-87,91 
The Metronome 37 January 1, 1921 90,91,93 
The Metronome 37 February 1, 1921 66-67,79 
The Metronome 37 March 1, 1921 64,66-67 
The Metronome 37 April 1, 1921 67-69 
The Metronome 37 May 1, 1921 66,72-73 
The Metronome 37 June 1, 1921 60,62-63 
The Metronome 37 July 1, 1921 32-33 
The Metronome 37 August 1, 1921 26-28 
The Metronome 37 September 1, 1921 98-99 
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Volume Date of Publication Page Numbers 
The Metronome 37 October 1, 1921 36-37 
The Metronome 37 November 1, 1921 31-32,34 
The Metronome 37 December 1, 1921 26-28 
The Metronome 38 January 1, 1922 60-61 
The Metronome 38 February 1, 1922 80-81 
The Metronome 38 March 1, 1922 80-81 
The Metronome 38 April 1, 1922 88-89 
The Metronome 38 May 1, 1922 70-72 
The Metronome 38 June 1, 1922 26-27 
The Metronome 38 July 1, 1922 26-27 
The Metronome 38 August 1, 1922 36,74-75 
The Metronome 38 September 1, 1922 105-106 
The Metronome 38 October 1, 1922 68-69 
The Metronome 38 November 1, 1922 56-57 
The Metronome 38 December 1, 1922 36-37 
The Metronome 39 January 1, 1923 32-33 
The Metronome 39 February 1, 1923 56-57 
The Metronome 39 March 1, 1923 36,53 
The Metronome 39 April 1, 1923 32,34 
The Metronome 39 May 1, 1923 35,58-60 
The Metronome 39 June 1, 1923 32,33,36 
The Metronome 39 July 1, 1923 58-62 
The Metronome 39 August 1, 1923 26,30-31 
The Metronome 39 September 1, 1923 168-171 
The Metronome 39 October 1, 1923 35-36,53 
The Metronome 39 November 1, 1923 35-36,53 
The Metronome 39 December 1, 1923 26-27,31 
The Metronome 40 January 1, 1924 64-65 
The Metronome 40 February 1, 1924 70-71 
The Metronome 40 March 1, 1924 60-61 
The Metronome 40 April 1, 1924 38-39 
The Metronome 40 May 1, 1924 24-25 
The Metronome 40 June 1, 1924 24-25,28 
The Metronome 40 July 1, 1924 26-27 
The Metronome 40 August 1, 1924 30-31 
The Metronome 40 September 1, 1924 36-37 
The Metronome 40 October 1, 1924 34-35 
The Metronome 40 November 1, 1924 34-35 
The Metronome 40 December 1, 1924 28-29 
The Metronome 41 January 1, 1925 32,34 
The Metronome 41 February 1, 1925 60-61,69 
The Metronome 41 March 1, 1925 53-56 
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Volume Date of Publication Page Numbers 
The Metronome 41 April 1, 1925 54-55,61-62 
The Metronome 41 May 1, 1925 55-56 
The Metronome 41 June 1, 1925 22-23,42 
The Metronome 41 July 1, 1925 45-46,51 
The Metronome 41 August 1, 1925 14,42 
The Metronome 41 September 1, 1925 54,56 
The Metronome 41 October 1, 1925 49-51 
The Metronome 41 November 1, 1925 42-43 
The Metronome 41 December 1, 1925 52-53 
The Metronome 42 January 1, 1926 60-62 
 
 
Vereecken’s initial articles were expository and primarily considered issues related 
to the saxophone’s use in various sorts of ensembles that were popular at the time. 
Several types of ensembles are discussed, including bands, orchestras, dance bands, stage 
and pit orchestras, and saxophone bands.32 The recurring theme among most of these 
early columns is the necessity for saxophonists of the time to perform in situations where 
no specific parts are available for the instrument. A considerable amount of advice is 
offered to saxophonists wishing to double or replace standard instruments in the orchestra. 
Though this idea seems unimaginable today, it appears to have been somewhat prevalent 
with small orchestras of the time. This is substantiated by the published correspondence 
in the “Letter Box For Saxophone Players,” which was appended to each column. The 
Letter Box presented to readers an opportunity to mail questions to Vereecken that would 
be answered in subsequent issues of the magazine. In the first six months of the column, 
forty-three total questions and answers were published. Of these, seven related to the 
topic of using the saxophone as a substitute instrument in the orchestra. Similar questions 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Ben Vereecken, “Saxophone Department,” The Metronome (December 1, 1918 - August 1, 
1919): See Table 2.1. 
	   55 
continue to be asked frequently for as long as Vereecken’s column is published. The 
guidance offered on this subject is exhaustive and Vereecken suggests the use of different 
saxophone voices depending on several factors, including which instrument is being 
replaced or doubled, what saxophones the performer might already own, and the sorts of 
ensembles in which the saxophonists performs. For instance, he recommends the melody 
saxophone as the best substitute for a cello, unless the performer also works with a band, 
in which case the tenor is recommended as an instrument that can serve well in both roles. 
All of these recommendations involve either reading a clef other than treble or sight 
transposition. Detailed instructions are offered for all of the usual transpositions that a 
saxophonist might encounter. The method outlined for transposing at sight involves 
substituting an alternate C clef and key signature. As an example, a tenor saxophonist 
could read a cello part in the bass clef and key of B-flat by substituting both the mezzo-
soprano clef and the key of C. Although the concepts surrounding the various clefs are 
described in detail, it seems that a substantial amount of practice in clef reading would be 
required in order to make use of these strategies. 
During the first several months of his tenure with The Metronome Vereecken 
received many letters requesting basic information about saxophone technique, especially 
from those unable to locate a competent teacher.33 In response to these, he began in 
September of 1919 to cast his articles as a series lessons geared toward those just 
beginning with the saxophone. The lessons began with the most basic concerns for 
beginners, including posture, hand placement, use of the neck strap, and initiating the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Ben Vereecken, “Saxophone Department,” The Metronome 35 (September 1, 1919): 76. 
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first sound.34 Vereecken also described the most common mechanical adjustment 
problems on the saxophone and details straightforward repairs for each. He asserted that 
knowledge of these mechanisms is of the utmost importance for those intending to select 
an instrument for purchase without the advice of a teacher. Indeed, this remains a concern 
to this day as the issue he describes as most common, the uncalibrated octave mechanism, 
continues to plague many new instruments, even when they are offered for sale directly 
from the manufacturer. The next lesson includes suggestions for approaching practice and 
describes the playing characteristics of the instrument in its various tessituras.35 Short 
exercises are provided which allow the beginner to practice slurring, tonguing, and 
breathing. Each of these exercises is accompanied by text that indicates its objective and 
suggests common errors that should be avoided. 
The Saxophone Department went on hiatus for the months of November and 
December of 1919 due to the printers’ strike in New York.36 No issue of The Metronome 
was published in November, and the December issue consisted of only a small number of 
short essays printed with very unsophisticated typesetting. When the column was 
resumed in January, Vereecken continued the course of lessons with a discussion of 
alternate fingerings.37 Standard chromatic fingerings are covered as well as several 
alternatives for the B-flat. He also discussed a number of newly invented mechanisms, 
only some of which have survived to the present day. Of these, the fork F, fork E, and 
articulated A-flat continue to be available, while the trill E-flat and trill A-flat 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Ibid., 76, 78. 
35 Ben Vereecken, “Saxophone Department,” The Metronome 35 (October 1, 1919): 56,58. 
36 “More Printers Quit Without Sanction,” New York Times, October 4, 1919: 3.  
37 Ben Vereecken, “Saxophone Department,” The Metronome 36 (January 1, 1920): 64,65. 
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mechanisms do not appear on modern instruments. For each of these options, a 
discussion of the relevant mechanics precedes a short exercise that helps both to build 
technique and to display the utility of the fingering. Throughout the lessons, but 
especially at this point, Vereecken makes frequent references to the fingering chart that is 
included with Foundation. The lessons then dealt with the mechanisms of the short-lived 
Evette-Schaeffer System saxophones designed by Buffet before moving on to a number 
of topics related to basic music theory.38 
Beginning with the May issue, Vereecken chose to suspend the series of lessons 
temporarily and shift his column back to the essay style of its initial articles. This move 
was instituted in response to the multitude of letters that he had received requesting 
advice on the subject of using the saxophone as a substitute for missing instruments in a 
band setting.39 The fact that Vereecken felt somewhat inundated with such requests is 
suggestive of the saxophone’s growth in popularity relative to the other band instruments. 
The next seven articles dealt with this topic, beginning with a description of all the 
common instruments of the band and then showing in turn how each voice of the 
saxophone family could be used in its stead.40 These articles are very similar to the 
column’s previous material concerning usage of the saxophone in the orchestra and give 
detailed instructions for executing all of the necessary transpositions, mostly again via 
clef substitution. Advice is offered regarding the relative effectiveness of the possible 
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39 Ben Vereecken, “Saxophone Department,” The Metronome 36 (May 1, 1920): 70. 
40 Ben Vereecken, “Saxophone Department,” The Metronome (May 1, 1920 - November 1, 
1920): See Table 2.1. 
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substitutions depending on the extent to which the saxophone in question resembles the 
tonal character and range of the original instrument. 
The series of lessons was re-established beginning in December with two 
consecutive articles recapitulating and expanding upon the information previously given 
related to alternate fingering mechanisms.41 Brief exercises are included that demonstrate 
the advantage of these mechanisms and offer the student a routine for gaining proficiency 
with them. The variety of correspondence that Vereecken received through the Letter 
Box convinced him that his readership consisted of students with a broad range of skill 
levels, from absolute beginners to those with considerable accomplishment. In order to 
better address the needs of a greater number of readers, the column was divided into two 
sections starting in February of 1921, the first described as a beginner lesson and the 
second as an advanced lesson.42 The beginner lessons closely followed the course of 
study provided in Foundation and assumed that the reader had access to this method.43 
The first eight articles in the beginner series each cover from one to four of the “Lessons” 
from the beginning of Foundation, and together incorporate all thirty-six found therein. 
The written instructions from the method are augmented in the articles to include detailed 
explanations of the theoretical concepts involved in the exercises and advice for what the 
student should think about while performing them. Particular emphasis is given to 
explanations of the time signatures that are used. Vereecken also details what he has 
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67,79. 
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found to be the most common obstacles when using these exercises with his own students 
and gives recommendations for overcoming them. An example of this occurs in the 
materials covering lesson 9, where he describes how his beginning students have been 
able to eliminate squeaks when slurring between C2 and D2 by focusing on moving the 
thumb and third finger of the left hand synchronously.44 Subsequent to the study of the 
introductory lessons from Foundation, Vereecken wrote separate articles for each of the 
melodies from the method’s “Twenty Easy Recreations.” Each melody is fully printed in 
the article and is accompanied not only by technical advice, but also by a brief 
description of the distinct features of its style. Vereecken introduced the article on the 
twelfth recreation thusly: 
This twelfth lesson will be devoted to discussion of a Tyrolienne, as 
shown in the following example: A Tyrolienne is a form of song and 
dance used by the people of the Tyrolian Alps. The music is always 
written in three-four time and the tempo is the same as that of the Mazurka 
and Varsovienne. The peculiar characteristics of the Tyrolienne are found 
in the long-slurred intervals, similar to those given in the present lesson.45 
Following the articles on the recreations, Vereecken continued to mirror the course of 
Foundation by presenting articles on the grupetto, trills, and various scales. 
The primary theme of the advanced lessons during this same period continued to be 
transposition. Instead of developing from a predetermined course, however, the advanced 
section of the column was used as a means to respond in greater detail to items submitted 
though the Letter Box that Vereecken deemed to be of the most import. In addition to 
transposition, articles dealt with such varied subjects as interpretation of difficult rhythms, 
optimal practice routines, and care of the instrument. At several points readers of the 
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column sent letters asking for help with difficult passages in the literature they were 
studying or performing. Vereecken responded to these in great detail and reproduced all 
of the tricky passages within the articles. Works excerpted in this fashion include the 
Overture to Mignon by Ambroise Thomas,46 the Light Calvary Overture by Franz von 
Suppé,47 a band arrangement of Wagner’s Tannhäuser by Miguel Meyrelles,48 the Kaiser 
Overture by Wilhelm Westmeyer,49 Natoma by Victor Herbert,50 and a transcription of 
Tchaikovsky’s fourth symphony by an unknown arranger.51 
After exhausting the introductory material contained in Foundation, Vereecken 
judged that any readers who had dutifully studied the column up until that point could be 
regarded as competent saxophonists capable of digesting the sorts of lessons previously 
included in the advanced section.52 From this point forward, the beginner and advanced 
sections were merged into a single lesson.53 These lessons occasionally addressed 
questions submitted by readers, but more frequently dealt with materials from the Fifty 
Progressive Exercises in Prelude Form at the back of Foundation. The particular 
challenges of each prelude were addressed and, in some cases, Vereecken included short 
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48 Ben Vereecken, “Saxophone Department,” The Metronome 38 (August 1, 1922): 36,74-75. 
49 Ben Vereecken, “Saxophone Department,” The Metronome 38 (December 1, 1922): 36-37. 
50 Ben Vereecken, “Saxophone Department,” The Metronome 39 (April 1, 1923): 32,34. 
51 Ibid. 
52 Ben Vereecken, “Saxophone Department,” The Metronome 39 (December 1, 1923): 26. 
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supplementary exercises for more exhaustive study. As an example, the September article 
in 1924 dealt with the tenth prelude from Foundation, which can be found in Figure 2.3. 
 
 
Figure 2.3-Tenth Prelude54 
 
 
The most problematic technical demand of the prelude lies in the third measure, which 
requires the student to quickly alternate between two adjacent side keys. Figure 2.4 
shows the exercise that Vereecken included in the same article to help the student 
confront this difficulty. Though seemingly very simple, this concise study does an 
excellent job of zeroing in on the essence of the problem. Furthermore, it inherently 
counteracts the common student desire to practice the hand motion too quickly. 
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Figure 2.4-Tenth Prelude Exercise55 
 
 
In January of 1925 the famous saxophone virtuoso Rudy Wiedoft began to write an 
additional saxophone column for the The Metronome.56 Wiedoft’s column consisted 
almost entirely of responses to letters from the readership, while Vereecken phased out 
the Letter Box and centered his columns completely on the continuation of the advanced 
lessons. The two saxophonists split the duties in this way throughout 1925, with 
Vereecken’s column printed in the early month issue and Wiedoft’s mid-month. The final 
Vereecken column appeared in January of 1926. It is unclear whether he had tired of the 
work or if the publishers felt that the column was not aligned closely enough with their 
increasing emphasis on dance music. Wiedoft would continue to answer letters monthly 
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The Metronome 41 (January 15, 1925). 
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for several years, while a number of saxophonists, most notably Merle Johnston, would 
write short-lived columns that were more in keeping with the magazine’s new course. 
In total, Vereecken authored eighty-four columns for The Metronome. Though 
advertisements and other articles were in some cases combined on the same pages, the 
length of these columns when concatenated comes to 211 pages. This certainly 
constituted the largest assemblage of prose related to saxophone pedagogy at the time of 
its writing and probably remains among the most extensive to date. In a sense, the 
column helped to realize the promise of Vereecken’s method books by presenting much 
of the same information in a considerably more detailed fashion. The Letter Box provided 
to aspiring saxophonist who might not otherwise have any contact with a competent 
teacher an opportunity for dialogue with one of the instrument’s most prominent 
performers. Hundreds took advantage of this opportunity and a presumably exponential 
number benefited from their letters and Vereecken’s responses. Although the number of 
subscribers for this period of The Metronome is unknown, the availability of magazine 
issues from current vintage sellers suggests that it was quite sizeable. The large volume 
of Letter Box correspondence for all of the magazine’s columnists also supports this view. 
Furthermore, the marketing strategy for the magazine during this period was to sell to 
community bands and schools, who would then make the materials available to all of 
their members. All together, the evidence indicates that a great many people followed 
Vereecken’s column and learned the saxophone, at least in part, by studying its lessons. 
In the early months of writing his Metronome column, Vereecken was also hard at 
work on his forthcoming sequel to Foundation, published through Carl Fischer and titled 
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The Saxophone Virtuoso: An Advanced Method.57 This method is in three parts; the first 
two dealing with transposition and the third with the development of virtuosic technique. 
The rationale for this arrangement is best stated by Vereecken in the preface: 
The present work has been written with the special purpose in mind to 
assist Saxophone players to overcome all possible difficulties with which 
they may be confronted in the course of their professional duties. 
Transposition[,] one of the most important and essential needs of the 
professional Saxophone player, is explained in most exhaustive fashion 
and illustrated through means of numerous examples and special studies, 
showing detailed comparison of Cello parts in their different clefs with the 
parts as written for, and sounding on the Alto, Tenor, and Melody 
Saxophones. 
The studies in the bass, tenor and treble clefs included in this book have 
been specially written in order to prepare the student for all difficulties 
with which he might meet, while playing Cello, Bassoon, or Trombone 
parts in the orchestra. 
Following out the instructions exactly as given and practicing the 
exercising material as suggested will enable a thorough understanding of 
the most essential requirements of Saxophone playing in a very reasonable 
space of time and those who will do this conscientiously should find it an 
easy task to play in an orchestra and transpose any part which may be put 
before them with complete success.58 
The substance of the first two parts mirrors much of the content from the early years of 
Vereecken’s Metronome column. Vereecken describes how one could go about using the 
various saxophones as substitutes for orchestral instruments. Though the instructions are 
a bit terser, he recommends the same procedure, imagining a replacement clef, as in his 
column. Several extended etudes are provided for transposition practice, each containing 
two staves, one showing the original part and one showing the part as it should be 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 Ben Vereecken, The Saxophone Virtuoso: An Advanced Method (New York: Carl Fischer, 
1919). 
58 Ibid. 
	   65 
performed on one of the melody, alto, or tenor saxophones.59 These are followed by 
additional etudes which show all of the correct transpositions in a score layout, allowing 
the student to verify the accuracy of his work against an error-free model.60 Finally, 
eighteen etudes of one to two pages in length are presented which allow the student to 
transpose to any preferred saxophone.61 These are written as if for solo cello and make 
use of both the bass and tenor clefs. Text at the top of each etude reminds the student of 
the correct key for the etude, depending on which saxophone is being employed. The 
twenty-four original etudes in the last section of the book were designed to assist the 
student in developing the level of technical facility necessary for the professional 
soloist.62 These etudes are comparable to or more difficult than the final exercises in 
Foundation and other available methods of the time. They require a high level of 
dexterity across the entire compass of the instrument. The primary challenge they offer to 
the student lies in the intricacy of their rhythms and the rapidity with which they must be 
executed. A number of them are in an atypical meter, for instance 4/8, and require the 
student to deal with complex rhythmic subdivisions. Although certainly the criteria have 
evolved for the level of technique that would be required for a performer to be considered 
a virtuoso, there are two areas that seem lacking, considering the standards of the time. 
None of the etudes requires rapid articulation and few of them make use of tonalities that 
are more cumbersome on the saxophone.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Ibid., 2-15. 
60 Ibid., 16-35. 
61 Ibid., 36-54. 
62 Ibid., 55-98. 
	   66 
Vereecken published his final method book in 1926 for Finder & Urbanek.63 
Entitled The Junior Saxophonist: A Modern Method To Begin With, it serves as a primer 
for the saxophone. This book can be viewed as the result of an evolution of the principles 
that Vereecken used as the basis of Foundation. In the foreward Vereecken states that 
this method is intended to precede more traditional methods rather than replace them.64 If 
one were to grade its progression of materials according to difficulty, they would 
correspond roughly to the initial lessons included in Foundation. As previously discussed, 
one of the most important pedagogical concepts guiding the organization of the 
Foundation method is the notion that students are more inspired by exercises with a clear 
melodic basis. Unfortunately, the most elementary etudes from its initial lessons do not 
have this feature. The Junior Saxophonist, however, is wholly constructed around this 
principle. All of its fifty original and tightly sequenced etudes are completely lyrical and 
arranged as concise but complete musical pieces, each with its own title. Several of the 
earliest etudes in the progression are actually songs with lyrics that can be sung by the 
student. This is intended to assist the student in committing the contour of the melodies to 
memory, thus allowing him to compare a mental conception to sounds produced on the 
instrument. Although this method does begin with an introduction to music theory, it is 
much abbreviated and contains only information necessary for the student to begin 
performing the initial etudes. A special condensed fingering chart is also printed at the 
beginning which is much easier for the beginner to grasp. The range of the chart is 
limited from C1 to A2 and it includes only the pitches necessary to play music in the 
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major keys of C, F, G, and D. Another practice that is both borrowed from Foundation 
and integral to the method is the inclusion of meta-notation, especially in the early 
lessons. Figure 2.5 shows an example of such symbols, in this case primarily being used 
to remind the student of proper fingerings. As the etudes progress, the number of symbols 
diminishes until they occur only at points where new concepts are introduced, for 
instance in the first etude which makes use of eighth-note values.  
 
 
Figure 2.5-Eighth Junior Saxophonist Exercise65 
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After completing the fifty etudes, students should have obtained a solid foundation for 
performing elementary music in an ensemble and embarking on studies in a more 
advanced method. 
The Junior Saxophonist was later reprinted by Rubank, the successor to Finger & 
Urbanek, as Junior Saxophone Method for Young Beginners.66 Aside from displaying a 
less tortured title, this edition constitutes a slightly degraded form of the original. The 
vast majority of the content is identical between the two editions, but the Junior 
Saxophone Method contains seventeen pages of additional etudes, including five duets. 
Though these more advanced exercises could certainly be of use to many, they detract 
somewhat from the tightly focused sequencing of the materials derived from the first 
edition. Another, more important distinction between the two editions is that Junior 
Saxophone Method is missing a number of the meta-notational markings from the 
original. It is impossible to distinguish whether or not this was accidental or a conscious 
decision, but the theory that the missing markings are the result of typesetting errors is 
plausible and supported by the fact that a few of the fifty melodies are also missing the 
titles given to them in Junior Saxophone Method. 
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CHAPTER 3 
VEREECKEN THE COMPOSER & ARRANGER 
Ben Vereecken’s first commercially published compositions were issued by the 
C.L. Barnhouse Company in 1905, about two years after Vereecken’s arrival in the 
United States. During the first year of their association Barnhouse released two of 
Vereecken’s works, Sur la Mer Waltzes1 and Bouquet des Fleurs,2 which were sold in 
editions for both band and orchestra. Sur la Mer Waltzes, in addition to being 
Vereecken’s first published composition, was also the most frequently performed. 
Presentations of this work by community and municipal bands were reported in numerous 
concert programs published by small local newspapers, although there are presumably 
many performances that were never reported. Most of the documented performances 
occurred during Vereecken’s lifetime. The earliest reported performance that the author 
was able to identify took place in 1908 in Humeston, Iowa;3 it was performed in 
Fitchburg, Massachusetts as recently as 1971.4 The music library of Herbert L. Clarke 
contains a published copy of Sur la Mer Waltzes along with several transcribed parts that 
were written to adapt the work to his available instrumentation. Each of these parts was 
copied and signed by Vereecken. The light quality of the work most closely fits with 
Clarke’s programming style during his leadership of the Long Beach Municipal Band and 
was most likely performed on their daily concert sequence. Structurally, Sur la Mer is 
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made up of an introduction, four short waltzes, and a finale integrating the preceding 
material.  Some sections are repeated, but regardless they are all performed atacca. This 
construction can be easily used to accommodate continuous dancing and is typical of 
popular waltzes of the time. The most prominent feature of the piece is the charming and 
sentimental melody of the first waltz. While this melody does include touches of 
chromaticism, it is underpinned by a straightforward waltz accompaniment with a slow 
harmonic rhythm. The composition’s orchestration is representative of much band music 
of the time. Because the harmony is generally unsophisticated and the number of 
simultaneous musical layers is always limited, each voice is covered in unison by several 
instruments. The clear structure and limited technical demands found in Sur la Mer 
Waltzes make the piece well suited to the amateur musicians who performed it most. 
Bouquet des Fleurs, the other composition released in 1905, was sold in three 
configurations. In addition to the band and orchestra versions it was also available in an 
arrangement for alto or tenor saxophone soloist with band. This piece shares many 
characteristics with Sur la Mer Waltzes, most importantly an overall clarity of structure. 
It is also in triple meter, but is performed much more slowly as in a Boston Waltz. 
Vereecken replaced the customary waltz accompaniment with a slurred figure of 
arpeggiated triplets, imparting a more dulcet quality to the melody. The arrangement for 
band and soloist includes a brief cadenza made up of only of diatonic scalar runs that can 
be executed easily by an amateur performer. 
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Figure 3.1-Waternymphs piano score (pg.1) 
Courtesy of C.L. Barnhouse Company 
	   72 
Figure 3.2-Waternymphs piano score (pg.2) 
Courtesy of C.L. Barnhouse Company 
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Figure 3.3-Waternymphs piano score (pg.3) 
Courtesy of C.L. Barnhouse Company 
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Figure 3.4-Waternymphs piano score (pg.4) 
Courtesy of C.L. Barnhouse Company 
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Figure 3.5-Waternymphs piano score (pg.5) 
Courtesy of C.L. Barnhouse Company 
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In 1908 Barnhouse published three new Vereecken works, all for alto saxophone 
and piano. The Barnhouse catalog number for the first of these, entitled Waternymphs,5 
indicates that it was only the fourth saxophone composition that the company had 
published by any composer. The piano score for Waternymphs is excerpted in Figures 3.1 
through 3.5. This work serves as an excellent specimen of Vereecken’s compositional 
style. As in most music written for a popular audience, the general structure of the piece 
is easily discernible. The primary theme is presented following a brief introduction. After 
several cadences, the work proceeds to a contrasting section in the dominant key. This 
modulation is typical for Vereecken, as most of his works at this point move to a 
dominant or parallel key. The piece then returns to the expository material, this time 
much expanded, before moving to a brief cadenza and coda. 
The harmonic language of Waternymphs conforms relatively closely to the 
conventions of similar popular music of the time and is rooted in the idioms of 
nineteenth-century light classical music. Many of the chords are diatonic and ordered in 
an entirely functional arrangement that unambiguously establishes and reinforces the 
tonality of the work. Vereecken’s writing does, however, display some idiosyncratic 
harmonic elements. Though his frequent employment of secondary dominants is certainly 
not unusual, the manner in which he uses them is unique. Vereecken was especially fond 
of the sound of a major chord built on the major sixth scale degree. He made use of this 
chord nearly every time he composed in a major tonality. Measures eight through ten in 
Figure 3.1 display a clear example of such a construct. As Waternymphs is in the key of 
E-flat; the E-flat, G7, C7, and f chords form the progression: I - V7/V7/ii - V7/ii - ii. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Ben Vereecken, Waternymphs (Oskaloosa, Iowa: C.L. Barnhouse, 1908). 
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While the falling fifths have a smooth quality, the move from E-flat to G7 is somewhat 
abrupt. This device creates a temporary sense of harmonic instability and imparts pitches 
to the line that are incongruous with the overall tonality. Vereecken sometimes 
abbreviates this structure, moving directly from I to V7/ii, also a startling shift. More 
unusual is the variation of this structure found in measures twelve through fifteen in 
Figure 3.1.  Here Vereecken merely implies the ii chord, advancing as follows: I - 
V7/V7/ii - V7/ii - V7. In addition to this distinctive mannerism, Vereecken’s application 
of diminished chords is sometimes unorthodox. Waternymphs displays an abundant use 
of fully diminished sonorities, but only in one small section late in the piece do these 
serve as viiº7 chords. This occurs in measures sixty-two through sixty-seven, where a 
series of secondary viiº7 chords results in the following progression: I - viiº7/iii - iii 
viiº7/IV - IV - viiº7/V - V - I. More remarkable and typical of Vereecken’s writing, 
however, is when he employs the fully diminished seventh as a common chord leading to 
the tonic. The first occurrence of this device in Waternymphs can be found in measures 
ten and eleven of Figure 3.1, where an F-sharp fully diminished seventh chord moves to 
an E-flat chord. Although many examples of this sort of progression can be found in 
works dating as far back as the mid-eighteenth century, the usage is almost invariably of 
secondary importance to the overall sound of the works. More common is for composers 
to employ the fully diminished seventh common chord as a means to pivot to a remote 
key by lowering any member of the chord by a half step, thus forming a dominant 
sonority. Conversely, Vereecken uses the diminished seventh common chord leading to 
the tonic with great regularity, as both a substitute dominant and an antecedent to the 
cadential 6/4.  
	   78 
The melodic material in Waternymphs gives the impression of having been 
written subsequent to the framing of the harmonic structure. Many, but not all of 
Vereecken’s works fit this description. Most of the material given to the saxophone in 
Figure 3.1 can be easily classified as either a scalar or arpeggiated pattern conforming to 
the sounding chord in the piano. Vereecken used two primary mechanisms to add further 
color to these lines. The first is the liberal use of chromatic neighboring tones, usually 
resolving upward to the root or third of the sounding chord. Indeed, an example of this 
practice can be found in the very first measure in which the saxophone enters. The second 
is the frequent employment of strong beat dissonances in the form of suspensions or 
appoggiaturas. In nearly all cases, Vereecken favored placing such dissonances in the 
melody instead of the accompaniment. This procedure is illustrated in measure ten of 
Figure 3.1 when the melody contains a 9-8 suspension of the ii chord. 
The other two titles published in 1908 were A Shepherd’s Dream6 and 
Cheerfulness,7 both scored for alto saxophone and piano. A Shepherd’s Dream features 
an extended slow introduction that precedes a typical theme and variations structure, 
while Cheerfulness is a “valse caprise.” Though the metric construction and pacing of 
these pieces differs considerably, both have much in common with Waternymphs. 
Vereecken’s techniques for creating melodic and harmonic structures are fairly consistent 
across all of his solo works. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Ben Vereecken, A Shepherd’s Dream (Oskaloosa, Iowa: C.L. Barnhouse, 1908). 
7 Ben Vereecken, Cheerfulness (Oskaloosa, Iowa: C.L. Barnhouse, 1908). 
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Vereecken’s most prolific year with Barnhouse was also his last. In 1911 they 
published Harmonick,8 a fantasia for cornet soloist and band; Admiration for trumpet, 
tenor saxophone, or baritone TC with piano; and a new transcription of Vereecken’s band 
piece, Bouquet des Fleurs, for trumpet or baritone TC with piano. More important, 
however, was the release of Barnhouse’s Grand Album of Selected Solos for Alto 
Saxophone,9 a collection of eighteen Vereecken works for alto saxophone and piano. 
These included Vereecken’s five previously published solos along with thirteen new 
works composed specifically for the collection. Although no copy of this book has yet 
surfaced, it seems to have been quite popular: Barnhouse records indicate that between 
1920 and 1927, the collection was reprinted three times for a total of one thousand one 
hundred and fifty one copies.10 This number is not an accurate tally of the total 
publication of the book, as it does not reflect any copies printed between 1911 and 1920 
because of a lack of documentation. The royalty rate of twelve and a half percent that was 
paid to Vereecken for the Grand Album is evidence of the high value that Barnhouse 
assigned to this collection, as the standard rate for the publisher was ten percent.11 Table 
3.1 presents a complete listing of Vereecken’s compositions under C.L. Barnhouse. 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Ben Vereecken, Harmonick (Oskaloosa, Iowa: C.L. Barnhouse, 1911). 
9 Ben Vereecken, Grand Album of Selected Solos for Alto Saxophone (Oskaloosa, Iowa: C.L. 
Barnhouse, 1911). 
10 Charles Lloyd Barnhouse, accounting ledger, Ben Vereecken 1920-1940, C.L. Barnhouse 
Co. records, Oskaloosa, IA. 
11 Ibid. 
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Table 3.1-C.L. Barnhouse Publications12 
Title Year Instrumentation 
Bouquet des Fleurs 1905 band, orchestra, or soloist with band 
Sur La Mer Waltzes 1905 band or orchestra 
Waternymphs 1908 a. sax & piano 
A Shepherd’s Dream 1908 a. sax & piano 
Cheerfulness 1908 a. sax & piano 
Harmonick 1911 band 
Admiration 1911 trumpet, t. sax, or baritone TC w/piano 
Bouquet des Fleurs 1911 trumpet or baritone TC w/piano 
Grand Album of Selected 






















a. sax & piano 
 
It was during Vereecken’s association with Barnhouse that he joined the Sousa 
Band. In fact, the bulk of the Barnhouse Vereecken catalog was published while he was 
engaged with the 1911 world tour. In addition to acting as principal saxophonist in the 
band, Vereecken as also served as Sousa’s chief arranger and copyist. He assumed this 
role promptly after joining the band. Although most of his arrangements for the Sousa 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Unknown, Barnhouse electronic catalog database, data extracted July 10, 2013, C.L. 
Barnhouse Co. records, Oskaloosa, IA. 
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Band are undated, Vereecken’s adaptation of Scherzo-Tarantelle by Henri Wieniawski 
bears the year 1911. Certainly his arranging was already well regarded among the 
musicians in the band by the completion of the world tour. Edmund Wall’s poem 
commemorating the tour, which was discussed in chapter one, refers to Vereeken’s 
diligence and skill as an arranger.13 A review of parts in Vereecken’s hand presents 
almost no instances of corrections made by performers. Bierley indicates that Vereecken 
was responsible for creating at least seventy-eight arrangements performed by the Sousa 
Band.14 The exact count is difficult to determine because the manuscripts are not 
uniformly marked with a signature. As was common at the time, very few of these 
arrangements included a complete score. In some instances Vereecken autographed all 
parts, while in other cases only some parts were signed. Examples can also be found of 
arrangements that are known to have been produced by him but bear no attribution. At 
some point during his time with Sousa, Vereecken acquired and began to use a rubber 
stamp that imprinted “arr by Ben Vereecken” on the parts. A brief perusal of materials in 
the Sousa Archives at the University of Illinois at Urbana-Champaign uncovered several 
works signed by Vereecken that were not indexed under his name. 
Although Vereecken arranged many types of works for Sousa, the majority of them 
were created for the band’s vocal soloists. These were mostly adapted from editions of 
opera arias or popular songs that were published with piano accompaniment. The 
published piano scores for these pieces display annotations in the hands of Sousa and 
Vereecken.  They appear to have been used to sketch the intended orchestration and as 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Paul E. Bierley, The Incredible Band of John Philip Sousa (Urbana, Illinois: University of 
Illinois Press, 2006), 129. 
14 Ibid., 76. 
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“short scores” for the conductor. At this time there was no technology to amplify the 
voices of the singers. Furthermore, many of the band’s performances took place in 
venues with suboptimal acoustics. Most of the vocal arrangements thus use greatly 
reduced instrumentation in order to make certain that the singers could be heard over the 
band. Vereecken’s standard scoring for these arrangements consisted of flutes, oboes, 
clarinets, bassoons, and horns. He would often add the harp, tuba, alto clarinet, or bass 
clarinet to these core instruments in order to emphasize the individual character of a 
particular work. In the few cases where he expanded the orchestration to include 
saxophones, additional brass, and percussion, Vereecken was careful to use reductive 
dynamics to balance the ensemble with the vocal melodies. These vocal arrangements 
were often straightforward, but there are many cases in which Vereecken expanded the 
harmony parts or added countermelodies of his own composition.15 
In addition to the many vocal works, Vereecken arranged several piano and 
orchestral pieces for Sousa. Without the dynamic constraints inherent in the vocal pieces, 
these compositions presented a much greater opportunity for artistic orchestration. They 
also allowed for the saxophone to take on a more prominent role. One such work is 
Vereeken’s arrangement of March militaire française from Saint-Saëns’s Suite 
algérienne. The source material for this arrangement was not the Saint-Saëns original, but 
rather a pre-existing military band transcription by V. Bonnelle.16 Vereecken’s version   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 In her excellent dissertation, Mona Kreitner examines many of these vocal arrangements 
and the circumstances surrounding their performance. Mona Bulpitt Kreitner, “A Splendid Group 
of American Girls: The Women Who Sang with the Sousa Band” (PhD dissertation, The 
University of Memphis, 2007). 
16 Camille Saint-Saëns, arr. Ben Vereecken, “March Militaire Française,” score, undated, 
U.S. Marine Band Library. 
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Figure 3.6-Herbert L. Clarke’s solo part for Solitude 
Courtesy of the Sousa Archives and Center for American Music, University of Illinois at 
Urbana-Champaign 
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makes frequent use of the saxophone as a color instrument in the woodwind section. 
Sousa continued to program March militaire française regularly until 1929.17 In 2002 the 
United States Marine Band released a commercial recording of Vereecken’s arrangement 
under the Altissimo! record label.18 
After he left Sousa, Vereecken continued to arrange music for the bands with 
which he was affiliated, though his pace slowed considerably. Herbert L. Clarke 
programmed Vereecken’s new arrangements in both the Anglo-Canadian Leather  
Company Band and the Long Beach Municipal Band. These groups also performed at 
least one piece, Valse Caprice, that the saxophonist had arranged for Sousa. After being 
hired by Shaw’s Anglo-Canadian Leather Company, Clarke attempted to create a band 
with the same artistic stature as the major orchestras of the day. He moved away from the 
varied programming of his predecessors towards longer compositions with a more 
weighty tone. In support of this goal Clarke turned to Vereecken to re-orchestrate Edward 
Elgar’s then recently composed concert overture In the South. This was by far the 
lengthiest and most complex of Vereecken’s arrangements. In his orchestration the now 
famous viola solo in the molto tranquillo section of this work is given to the alto 
saxophone.19 Vereecken also composed an original work for Herbert L. Clarke to perform 
as a soloist with his bands. Entitled Solitude, the piece is much more in keeping with 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Bierley, The Incredible Band of John Philip Sousa, 397. 
18 President’s Own United States Marine Band, Retrospective, conducted by Timothy W. 
Foley, Altissimo! Recordings 754422609623, 2002, compact disc. 
19 Edward Elgar, Arr. Ben Vereecken, “In the South,” score, undated, Herbert L. Clarke 
Music and Personal Papers, Sousa Archives and Center for American Music, University of 
Illinois at Urbana-Champaign. 
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Clarke’s lighter programming during his time in Long Beach.20 At this point in his career, 
Clarke avoided technically impressive solos in favor of lyrical works that highlighted his 
still robust tone and phrasing. This piece is no exception. Figure 3.2 shows the first page 
of Clarke’s solo part for Solitude. The piece is structured, much like Vereecken’s earlier 
composition Sur la Mer Waltzes, as a series of short waltz melodies. Table 3.2 lists the 
known unpublished manuscripts in Vereecken’s hand. This is assuredly an incomplete 
account of his total output. 
 
Table 3.2-Unpublished Vereecken Manuscripts21 
Title Composer Instrumentation 
Solitude Vereecken band 
Liebesfreud Fritz Kreisler solo violin w/reduced band 
Valse Caprice P.A. Tirandelli band 
Danny Deaver Walter Damrosch solo cornet w/band 
The Star Unknown vocal solo w/clarinet choir 
Delightful Joy, O come W.A. Mozart vocal solo w/reduced band 
Verdrai, Cariono from Don 
Giovanni 
W.A. Mozart vocal solo w/reduced band 
Mary of Argyle Sidney Nelson vocal solo w/reduced band 
Casey Jones Eddie Newton vocal solo w/band 
Garden of Roses Johann Schmidt vocal solo w/band 
Eyes of Blue L. E. Orth vocal solo w/reduced band 
Aberystwyth Joseph Parry vocal solo w/band 
Un Bei di Vedremo from 
Madame Butterfly 
Giacomo Puccini vocal solo w/reduced band 
The Black Nag Cecil Sharp band 
Carpathian Dance Unknown band 
Good-Bye-EE! R.P. Weston and 
Bert Lee 
band 
Arioso from Cantata con 
Stromenti 
G.F. Handel vocal solo w/reduced band 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Ben Vereecken, “Solitude,” score, 1932, Herbert L. Clarke Music and Personal Papers, 
Sousa Archives and Center for American Music, University of Illinois at Urbana-Champaign. 
21 List compiled by the author. Based initially on indexes from the Sousa Archives and 
Center for American Music. Additional entries discovered while inspecting the collections. 
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Title Composer Instrumentation 
Hatikva J. Kamenetsky band 
Hopak Unknown vocal solo w/reduced band 
Hush-a-by Darling Unknown vocal solo w/reduced band 
Irish Love Song Unknown vocal solo w/reduced band 
Long, Long Ago Unknown vocal solo w/reduced band 
O Mistress Mine Unknown vocal solo w/reduced band 
Believe Me, If All Those 
Endearing Young Charms 
Thomas Moore vocal solo w/reduced band 
Gelukkia Vaderland Unknown vocal solo w/reduced band 
My Laddie W.A. Thayer vocal solo w/reduced band 
My Dreams F. Paolo Tosti vocal solo w/reduced band 
Il Bacio L. Arditi vocal solo w/reduced band 
Venetian Song Hermann Bemberg vocal solo w/reduced band 
Sweet Kate Cecil Sharp band 
O Happy Day, O Day So Dear Carl Götze vocal solo w/reduced band 
From the Land of the Sky Blue 
Water 
Charles Wakefield vocal solo w/reduced band 
When the Boys Come Home Oley Speaks vocal solo w/reduced band 
In Your Eyes B.C. Hilliam solo cornet w/band 
La Favorita Gaetono Donizetti vocal solo w/reduced band 
Border Ballad Frederic Cowan vocal solo w/reduced band 
Danny Deaver Walter Damrosch vocal solo w/band 
In the South Edward Elgar band 
Hosanna: Easter Song Jules Granier band 
Through the Snow Cecil Burleigh vocal solo w/reduced band 
Scherzo-Tarantelle Henri Wieniawski solo violin w/reduced band 
Les Adieux Pablo de Sarasate violin solo w/reduced band 
Jota Aragonesa Pablo Sarasate violin solo w/reduced band 
 
M. Witmark & Sons published several new works by Vereecken during his time 
with Sousa. Of these, six were original compositions for alto saxophone and piano. All of 
these bear strong similarities to the works he published under Barnhouse.  They are very 
sectional and present a small number of simple melodic ideas, written in a popular style, 
that are elaborated upon repetition. They are well within the capacity of any 
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accomplished amateur. The one exception to this is The Mermaid’s Serenade,22 which 
contains rhythmic figures, including hemiolas, that are more complex than any seen in 
Vereecken’s works to this point. Vereecken also published four works for clarinet and 
piano, with three of these presenting a pre-existing and well-known melody, followed by 
variations of his own composition. Correspondence between Vereecken and Julius 
Witmark indicates that he sent at three similar pieces for saxophone to the publisher, but 
there is no evidence that these were ever released.23 Table 3.3 catalogs the Vereecken 
works that were published by M. Witmark & Sons. 
 
Table 3.3-M. Witmark & Sons Publications24 
Title Year Instrumentation 
In Confidence 1913 a. sax & piano 
Whispering Leaves 1913 a. sax & piano 
The Mermaid’s Serenade 1913 a. sax & piano 
Love and Honor 1913 a. sax & piano 
On the Beach 1913 a. sax & piano 
In a Gondola 1913 a. sax & piano 
Joyous Love (arr. of work by Herbert 
Spencer) 
1913 band 
Come Back to Erin (arr. of work by 
Claribel) 
1914 sax quartet 
Eily (arr. of work by Kate Vannah) 1914 sax quartet 
Then You’ll Remember Me (fantasia on 
work by Michael Balfe)  
1914 clarinet & piano 
Blue Bells of Scotland (var. on work 
by Dora Jordan) 
1915 clarinet & piano 
The Mocking Bird 1915 clarinet & piano 
Last Rose of Summer (var. on work by 1915 clarinet & piano 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22 Ben Vereecken, The Mermaid’s Serenade (New York: Carl Fischer, 1913). 
23 Michael Eric Hester, “A Study of the Saxophone Soloists Performing with the John Philip 
Sousa Band: 1893-1930” (DMA Document, University of Arizona, 1995), 43. 
24 List compiled by the author.  Consolidates titles from collected sheet music, copyright 
renewals, multiple advertisements, and indexes from the Sousa Archives and Center for American 
Music. 
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Title Year Instrumentation 
John Stevenson) 
Gypsy Love Song (arr. of work by 
Victor Herbert) 
1928 solo and duet arr. for a 
number of instruments 
Kiss Me Again (arr. of work by Victor 
Herbert) 
1928 solo and duet arr. for a 
number of instruments 
 
Shortly after the publication of these works, Vereecken began writing for Carl 
Fischer, Inc. This would be his longest and most fruitful association with a music 
publishing company. In addition to publishing Vereecken’s most significant output, his 
method materials, Carl Fischer released seventy-six arrangements and original 
compositions by the saxophonist. All of these were scored for the saxophone. The 
company was intent on taking advantage of the immense upsurge in the popularity of the 
instrument and invested heavily in its relationship with Vereecken. In order to quickly 
build their catalog, Carl Fischer licensed the M. Witmark and Sons inventory of 
Vereecken works. Vereecken transcribed his four clarinet pieces to alto saxophone. These, 
along with the six Witmark saxophone pieces, were sold individually as the Ten 
Celebrated Concert Solos series. Carl Fischer placed advertisements for Vereecken’s 
music in virtually every publication that might have been seen by a large number of 
saxophonists. This included several full-page promotions exclusively listing Vereecken’s 
compositions. In addition, a subset of his works was featured in virtually every 
advertisement the company issued that was related to the saxophone or to band 
instrument methods. This rather sizable collection of Vereecken works published by Carl 
Fischer represents a significant portion of the published repertory available to 
saxophonists of the 1920s.  For this reason, his compositions were performed frequently 
by amateurs and professionals alike.  Taking into account both his solo works and the 
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ensemble pieces that were performed by the extremely popular bands of which he was a 
member, it becomes clear that Vereecken’s music was heard by a great many audiences. 
Articles and concert programs printed in local newspapers across the country document 
numerous performances of these works throughout the 1920s and 1930s. In June of 1926, 
for instance, Vereecken’s original compositions were performed at a piano recital,25 a 
college graduation,26 and a community band concert.27 The programming of Vereecken’s 
compositions diminished after his death in 1938, although sporadic performances 
continue to the present day. 
Carl Fischer published transcriptions that allowed for some of the works from the 
Ten Celebrated Concert Solos series to be performed on the tenor saxophone. This would 
eventually become a regular practice, with Vereecken’s later compositions being released 
in multiple transpositions so that they might be performed with piano on E-flat, B-flat, 
and C saxophones.  Several of these were also issued with an alternative arrangement that 
could be performed by a duet of like saxophones with piano accompaniment. Vereecken 
also created three arrangements for saxophone quartet during 1914 and 1915. These 
arrangements were based on widely known melodies by Dvořák, Verdi, and Tobani. 
They all contained parts for the solo voice to be performed on either the soprano or alto 
saxophone. No compositions by the saxophonist were issued for the next two years, a 
time during which he was presumably hard at work completing Foundation to Saxophone 
Playing, which was published in 1917. After the release and enormous success of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 “Mrs. W.A. Hill Presents: Piano Recital,” Ada Evening News, June 1, 1926: 6. 
26 “Use Consciences as Guides, Speaker Admonishes Class,” Findlay Morning 
Republication, June 11, 1926: 3. 
27 “Boys and Girls Band Give Tuesday Concert,” Sandusky Star Journal, June 30, 1926: 4. 
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Foundation, Vereecken quickly returned to composition.  Over the next two years he 
would publish two separate series of solo saxophone works. The thirteen titles in the 
Modern Solos series were all written for alto saxophone. Three of these were taken from 
the “Four Solos” section of Foundation, although the method did not include the piano 
accompaniment part necessary for an actual performance. Shortly thereafter, he 
composed six Original Concert Pieces for the C melody. The character of these nineteen 
compositions is consistent with that of Vereecken’s previous solo works.  The great 
majority were styled as either waltzes or fantasias. Although no surviving copies can be 
found, several contemporary advertisements show evidence of three separate books of 
quartet pieces that were published during this time. Entitled Album of Celebrated Folk 
Songs and Patriotic Airs,28 Favorite Saxophone Quartet Album Vol. I,29 and Favorite 
Saxophone Quartet Album Vol. II,30 these collections contained simple arrangements of 
popular songs and arias. In 1929 Carl Fischer published another series of Vereecken 
compositions designated as Ten Solos and Duets for Saxophone. These pieces were sold 
individually and could each be obtained in several different arrangements, 
accommodating virtually any single saxophone or combination of two saxophones. Table 
3.4 lists Vereecken’s compositions and arrangements that were published by Carl Fischer.   
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 Ben Vereecken, Album of Celebrated Folk Songs and Patriotic Airs (New York: Carl 
Fischer, n.d.). 
29 Ben Vereecken, Favorite Saxophone Quartet Album Vol. I (New York: Carl Fischer, n.d.). 
30 Ben Vereecken, Favorite Saxophone Quartet Album Vol. II (New York: Carl Fischer, n.d.). 
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Table 3.4-Carl Fischer Publications31 
Title Year Instrumentation 
Ten Celebrated Concert Solos  
 
 
In Confidence 1913 a. sax & piano 
Whispering Leaves 1913 a. sax & piano 
The Mermaid’s Serenade 1913 a. sax & piano 
Love and Honor 1913 a. sax & piano 
On the Beach 1913 a. sax & piano 
In a Gondola 1913 a. sax & piano 
Then You’ll Remember Me 
(fantasia on work by Michael 
Balfe)  
1914 a. sax & piano 
Blue Bells of Scotland (var. on 
work by Dora Jordan) 
1915 a. sax & piano 
The Mocking Bird 1915 a. sax & piano 
Last Rose of Summer (var. on work 
by John Stevenson) 
1915 a. sax & piano 
Then You’ll Remember Me 
(fantasia on work by Michael 
Balfe)  
1914 t. sax & piano 
Blue Bells of Scotland (var. on 
work by Dora Jordan) 
1915 t. sax & piano 
The Mocking Bird  1915 t. sax & piano 
Last Rose of Summer (var. on work 
by John Stevenson) 
1915 t. sax & piano 
Hearts and Flowers (arr. of work 
bye Theo Tobani) 
1914 sax quartet (2 a. or s.) 
Humoreske (arr. of work by 
Antonín Dvořák) 
1914 sax quartet (2 a. or s.) 
Celeste Aida (arr. of work by 
Guiseppe Verdi) 
1915 sax quartet (2 a. or s.) 
Autumn Life 1919 t. sax & piano 
Modern Solos   
Cloudy Visions 1918 a. sax & piano 
Fading Blossoms 1918 a. sax & piano 
Swinging Time 1918 a. sax & piano 
After Thoughts 1919 a. sax & piano 
Autumn Life 1919 a. sax & piano 
Butterfly Carnival 1919 a. sax & piano 
Don Gonzoles 1919 a. sax & piano 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 List compiled by the author.  Consolidates titles from collected sheet music and multiple 
advertisements. 
	   92 
Title Year Instrumentation 
Flirting 1919 a. sax & piano 
Long, Long Ago 1919 a. sax & piano 
Love’s Declaration 1919 a. sax & piano 
Reflections 1919 a. sax & piano 
Remembrance 1919 a. sax & piano 
Youthfulness 1919 a. sax & piano 
Original Concert Pieces   
Autumn Life 1919 C mel. sax & piano 
Dashing Coquette 1919 C mel. sax & piano 
Happy Moments 1919 C mel. sax & piano 
Juanita 1919 C mel. sax & piano 
Love’s Wandering 1919 C mel. sax & piano 
Woodland Echoes 1919 C mel. sax & piano 
Album of Celebrated Folk Songs 
and Patriotic Airs 
? sax quartet (2 a. or s.) 
Carry Me Back to Old Virginny   
Columbia, Gem of the Ocean   
Come Back to Erin   
Dixie Land   
Girl I Left Behind   
Hail Columbia   
John Brown’s Body   
Killarney   
Listen to the Mocking Bird   
Maryland, My Maryland   
My Country ’Tis of Thee   
Start Spangled Banner   
Tramp, Tramp, Tramp   
Wearing of the Green   
Yankee Doodle   
Favorite Saxophone Quartet 
Album Vol. I 
? sax quartet (2 a. or s.) 
Calm as the Night   
Good-Bye   
Robin Adair   
Lullaby   
Song of the Evening Star   
Serenade   
Favorite Saxophone Quartet 
Album Vol. II 
? sax quartet (2 a. or s.) 
Call Me Thine Own   
Pilgrim Chorus   
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Title Year Instrumentation 
Scenes that are the Brightest   
Miserere   
Toreador   
Then You’ll Remember Me   
Gypsy Love Song (arr. of work by 
Victor Herbert) 
1928 solo and duet arr. for a 
number of instruments 
Kiss Me Again (arr. of work by 
Victor Herbert) 
1928 solo and duet arr. for a 
number of instruments 
Ten Solos and Duets for 
Saxophone 
  
In the Tyrolean Alps ? sax (any) & piano or any 
2 saxes 
A Carnival Juggler 1929 sax (any) & piano or any 
2 saxes 
Cupid’s Courting ? sax (any) & piano or any 
2 saxes 
The Pascha ? sax (any) & piano or any 
2 saxes 
Spring Time Dance ? sax (any) & piano or any 
2 saxes 
The Mountaineer ? sax (any) & piano or any 
2 saxes 
Queen of the Night 1929 sax (any) & piano or any 
2 saxes 
Song of the Desert ? sax (any) & piano or any 
2 saxes 
On the Banks of the Amazon ? sax (any) & piano or any 
2 saxes 
Narrative of the East  sax (any) & piano or any 
2 saxes 
 
In 1926 Vereecken had a brief association with Finder & Urbanek, a publisher 
that then specialized in saxophone materials. In addition to his introductory method, The 
Junior Saxophonist: A Modern Method To Begin With, Vereecken also released a book of 
saxophone duets through the publisher.32 The titles of the included duets can be found in 
Table 3.5. Although these charming duets can certainly be compelling in an appropriate 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Ben Vereecken, Sixteen Artistic Duets (Chicago: Finder & Urbanek, 1926). 
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concert program, their pedagogical intent is clear. It was at this point in his career that 
Vereecken had begun to engage in more private saxophone instruction. His experience 
evidently impressed upon him the benefits of teaching ensemble performance concepts 
within the context of early instrumental training. The Junior Saxophonist, published just 
prior to Sixteen Artistic Duets, thus included five duets for this purpose. After Rubank 
restructured to become Rubank, Inc., both books were published as a part of the “Rubank 
Education Library.” All of the duets are written in a lighthearted and popular style with 
easily identifiable formal characteristics.  Although there are two waltzes, the 
compositions span a broader range of genres than other collections of Vereecken’s work. 
Most of the duets are inspired by various folk dances and integrate the idiosyncratic 
rhythms of the original styles. The two voices are highly imitative and, although their 
range is generally discrete, relatively equal in importance. 
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Table 3.5-Finder & Urbanek Publications 
Title Year Instrumentation 
Sixteen Artistic Duets 1926 2 like saxes 
Twilight Shadows   
Remember Me   
Thoughts at Eventide   
Chatterers   
Two Artists   
Reminiscences of Youth   
Two Butterflies   
Conversation   
Boatmen   
Witches Frolic   
In Days of Knights   
Bay of Monterey   
Memories of the Ballet   
Shepherd’s Dance   
Tenderness   
Midget’s Dance   
CHAPTER 4 
A MAN OF HIS TIME 
Why Ben Vereecken? The lion’s share of historical music scholarship centers on 
the great names of the past. A narrative of Vereecken’s life certainly intersects with the 
careers of such people, most notably John Philip Sousa. While much can be learned from 
an examination of these figures, their activities are by their nature exceptional and fame 
was often the most salient factor in shaping their lives. In many ways, Vereecken's story 
offers more insight into the realities faced by a working musician of the early twentieth 
century. Though Vereecken attained a modest degree of fame, especially towards the end 
of his professional life, he was mostly well known among those keenly interested in 
music; his celebrity never extended to the general public. His status was thus sufficient to 
make his work accessible to the modern scholar, but never great enough to insulate him 
from the constraints of the life of a sideman. 
Perhaps the most dramatic difference between the life of a musician in the early 
twentieth century and one of today is that of opportunity. While the total number of 
professional musicians in the United States rose only moderately during the last century, 
the population increased rapidly. As a percentage of the overall population, the number of 
people who make their living performing or composing music has declined by sixty 
points in the same time period.1 The tremendous market for musicians during the height 
of Vereecken’s career was driven by a number of factors, chief among them the appetite 
for entertainment among the burgeoning middle class. In a time when recording and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 US Census of Population, Occupations, Vol. 5, 1930 (Washington, DC, 1930: US 
Department of Commerce), 20-22; Statistical Abstract of the USA, Section 12 (Washington, DC, 
2012: US Census Bureau), 394. 
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playback technology were in their infancy, many forms of leisure centered on or at least 
incorporated an element of live music making. The widespread demand for live music 
offered a certain degree of freedom to talented performers, who could often move easily 
among various job opportunities. This flexibility was, however, constrained somewhat by 
the technological limitations of the time. As travel and communication were much more 
burdensome in this era, reputation and personal relationships were more critical in 
securing quality work. From the time that Vereecken joined the Barnum and Bailey 
Circus Band in Europe until the end of his career, his many endeavors were made 
possible by a relatively small number of associations with other musicians. The bonds 
among these musicians were not formed through musical performance alone. They 
worked, travelled, and recreated together.  In most cases, they lived within very close 
proximity to one another. 
Although the music industry provided extensive opportunities for performers 
during Vereecken’s time, the great majority of musicians were economically 
disadvantaged. Much like the musicians of today, they were stratified into two groups, 
with a very few superstars eclipsing the largely anonymous lower tier to which the 
remainder belonged. Prodigious musical talent, when combined with social poise and a 
high degree of luck, could make significant upward mobility possible, but only in the 
rarest of cases. By the time that Vereecken was hired by the Ringling Brothers Band, he 
had already developed a reputation among professionals as one of the world’s most gifted 
performers of the saxophone. The salary he was able to command, however, would have 
barely placed his family above the poverty threshold, if such a concept had existed in his 
day. Moreover, the seasonal nature of the work meant that these funds were required to 
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sustain them through months with much less compensation. When Vereecken was hired 
as principal saxophonist with the Sousa Band, he had reached the pinnacle of the lower 
tier of musicians. He was as successful as the industry would allow without a break into 
stardom. His financial circumstances thus reveal the upper boundary of what might be 
attainable by an eminent performer. During his time with Sousa, Vereecken’s salary as a 
saxophonist would place him firmly in the middle class. In spite of this, he still felt it 
necessary to supplement his income whenever possible by undertaking jobs arranging, 
composing, and copying music; writing method books; and teaching the saxophone. 
Economic stability required that, in addition to playing well, one must exhibit a great 
degree of industry in scheduling performances and supplementing with other work. 
Another significant factor in shaping the lives of musicians in Vereecken’s time 
was the prevalence of organized amateur music making. While amateur ensembles, who 
could often perform free of charge, unquestionably took some percentage of concerts 
away from professionals, the relationship was on the whole a symbiotic one. The 
engagement of amateurs in the study of music tended to greatly strengthen their 
appreciation and support of the careers of professional musicians. Amateur musicians 
were, in fact, the most dedicated enthusiasts of the professionals’ art. They also paid for 
private lessons and purchased products created or endorsed by musicians whose work 
they admired. 
Many of the performance jobs available during Vereecken’s time involved a 
substantial amount of travel. Living conditions for touring musicians varied considerably 
depending on a number of factors, including the prestige of the ensemble with which they 
performed. Vereecken’s diverse career exposed him to a wide range of such 
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circumstances. During his time with the Belgian military, billeting would have likely 
been erratic and ranged from comfortable beds to blankets on a stable floor. Regardless, 
shared lodging was the norm for travelling acts of all genres. Squalid living conditions 
were particularly notorious within the world of minstrelsy. Aside from a small number of 
A-list performers, most vaudeville acts were lodged in substandard boarding houses. 
Even the acclaimed Sousa Band sometimes had difficulty finding comfortable 
accommodations while on tour, leading to a strike among the bandsmen in 1920.2 
Although employment with the circus was not nearly as distinguished, it had the 
advantage of dependable quartering in the rail cars in which they travelled. This benefit 
was undoubtedly offset by the grueling schedule these musicians were required to work. 
Performers were not the only ones required to offer sacrifices in order to make their 
musical careers viable. An enduring home life was out of the question for the families of 
most musicians. In order to support a family one simply had to follow the best 
opportunities presented, wherever they might lead. The chronicle of Vereecken’s career 
clearly illustrates the level to which family life could be disrupted. For the first twelve 
years of his marriage, Vereecken was away from home for months at a time while on tour 
with the bands with which he was engaged. He missed the birth of his only child while on 
tour with the Sousa Band and may not have met her until she was almost a year old. 
During the years of his marriage when he was active as a performer, Vereecken’s wife 
Irene moved from New York to Belgium, back to New York, to Ontario, and finally to 
California. 
Vereecken’s story parallels the meteoric rise of the saxophone within popular music, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Paul E. Bierley, The Incredible Band of John Philip Sousa (Urbana, Illinois: University of 
Illinois Press, 2006), 32-33. 
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especially in the United States. After the bands of Gilmore and Sousa incorporated the 
saxophone in the late nineteenth century, the instrument quickly found its way into both 
professional and amateur bands across the country. Although initially Gilmore may have 
simply hoped to capitalize on the novelty of the unfamiliar instrument, the saxophone’s 
value within the band setting was quickly recognized. Gilmore and Sousa were only the 
most notable of a large group of bandleaders who worked to expand the versatility of the 
American band. Sousa in particular programmed music in a wide range of styles, 
including patriotic music, dance tunes, popular songs, and transcriptions of European art 
music. This required the expanded tonal palette offered by woodwinds, which had been 
increasing within the band setting since the mid-nineteenth century. As a solo instrument, 
the saxophone offered a supple vocal character combined with the ability to project over 
the thick textures found in most band music. As a bridge between the brass and 
woodwind instruments, the saxophone substantially increased the homogeneity of the 
band’s sound during tutti sections. All of the professional concert bands with which 
Vereecken regularly performed after his move to America included a consort of three to 
five saxophones, the sound of which was vital to the overall sonority of the ensemble.  
The saxophone was a relative newcomer to the circus when Vereecken first became 
a part of the Barnum and Bailey Band in Europe and was featured more often in 
sideshows than as a part of the main performance. The instrument’s capacity for raucous 
sound effects was quickly recognized and put to good use in comedic routines. Tom 
Brown, Vereecken’s section mate in the Ringling Brothers Band, was the undisputed 
master of this sort of performance. By the time that Vereecken joined the Ringling 
Brothers, the saxophone had also been adopted as a basic component of the typical circus 
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band. These groups, like the concert bands of the time, incorporated a full complement of 
saxophones. Although circus bands might be viewed today as a largely inconsequential 
feature of the early twentieth century’s musical landscape, their impact on the promotion 
of the saxophone was substantial. Significant cross-pollination existed between the 
musicians of the circus and those of minstrelsy and vaudeville, which had a profound 
influence on emerging jazz and dance styles. 
Virtually every popular American musical genre with roots in the early twentieth 
century featured the saxophone in a prominent role. This huge growth in the popularity of 
the instrument, often referred to as the “saxophone craze,” also extended to amateur 
instrumentalists. At a time when amateur musicianship was at its peak, the saxophone 
was the most fashionable choice for a beginning student. While the general demand 
during this era was great for instruments, instructional materials, and sheet music, it was 
feverish for items related to the saxophone. Music publishers and instrument 
manufacturers attempted to meet this demand and further encourage the public’s 
enthusiasm. Vereecken’s reputation as a prodigious talent, when combined with his status 
as the principal player in the world’s most famous band, made him a natural partner in 
these efforts. Vereecken’s pedagogical publications were tailored for the immense 
audience of amateur musicians, in particular those who were unable to find a competent 
teacher on the fledgling saxophone. His compositions and arrangements offer insight into 
the musical styles that were popular among this cohort. They further hint at the level of 
technical capacity that was common among such instrumentalists. 
While it is difficult to pinpoint the specific legacy that Vereecken offers to the 
modern saxophonist, a study of his varied career reveals much about the musical climate 
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of his time. His story is that of a simple working musician from humble beginnings. His 
story is one in which talent and tireless efforts launched him to associations with the 
world’s preeminent performers.  The story of Ben Vereecken: Performer, Pedagogue, 
Composer is one of a saxophonist who reached the height of his powers at a time when 
his instrument was at the height of its popularity. 
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Figure 4.1-Photograph of Ben Vereecken from the cover of The Junior Saxophonist: A 
Modern Method To Begin With
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